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 This thesis focuses on the works Elastics II for flute, guitar and electronics and 
Happy Days for flute and electronic sounds by the Brazilian composer Arthur Kampela.  The 
thesis includes a general overview of Kampela's flute works and discusses various aspects of 
the composer's philosophy and style as evidenced in Elastics II and Happy Days, considering 
above all the interpretive aspect of his composition.   
The ultimate goal of this study is to encourage performance of these important 
contemporary Brazilian solo flute works. Because Arthur Kampela’s music is extremely 
difficult and idiosyncratic, it is not performed as often as it deserves. To this aim, the study 
includes a detailed performance guide and analysis of the extended techniques and varied 
rhythmic notation specific to Kampela’s flute writing. In an effort to assist flutists with their 
preparation of Happy Days, a digitalized performance edition with suggested fingerings and 
other advice has been prepared and included. 












Esta tese tem como enfoque as obras Elastics II (para flauta, violão e eletrônica) e 
Happy Days (para flauta e sons eletrônicos), do compositor brasileiro Arthur Kampela. A tese 
inclui uma visão geral das composições de Kampela para flauta e aborda vários aspectos de 
seu estilo e filosofia, da maneira evidenciada em Elastics II e Happy Days, considerando 
principalmente aspectos interpretativos de sua composição.  
O objetivo principal desta tese é promover a execução dessas importantes obras 
do repertório brasileiro para flauta solo. Talvez pela música de Kampela ser extremamente 
difícil e idiossincrática, ela não é executada tão frequentemente quanto merece. Para esse 
propósito, a tese inclui um guia detalhado de execução e uma análise das técnicas expandidas 
e da notação rítmica variada específicas da escrita de Kampela para flauta. Na intenção de 
ajudar os flautistas com a preparação de Happy Days, foi preparada uma edição digitalizada 
com dedilhados e conselhos técnicos. 
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"No compositional style can achieve validity 
that does not take as its point of departure that 
symbiosis between the performer and his 
instrument in all its imperfection, from which 
the life force of music emanates." 
Brian Ferneyhough 
 
a) Background and purpose 
 
I first met Brazilian composer Arthur Kampela in the 1990's in New York, while 
Kampela was studying at Columbia University.1 One day, Kampela showed me the score to 
his piece Elastics for flute and guitar, one of the first pieces to employ his micro-metric 
modulation technique in which extremely complex rhythms are specifically notated in a series 
of nested rhythms. Having little experience with complex rhythms and zero experience with 
the works of Kampela, I found the score daunting. I set it aside and forgot about it for over ten 
years. 
In 2010, I happened upon Arthur at São Paulo State University, where he was 
completing a teaching residency.  Arthur gave me the score to Happy Days for flute and 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Arthur Kampela (b. Rio de Janeiro Feb. 6, 1960) is a Brazilian composer and guitarist. In his native country, 
Kampela studied composition at the Conservatório Brasileiro de Música in Rio de Janeiro and had private 
lessons with the noted German-born theorist and composer Hans-Joachim Koelreutter (1987-88). In 1990, 
Kampela moved to New York City, where he earned his masters degree in composition at the Manhattan School 
of Music with Ursula Mamlock (1992) and a doctorate in composition from Columbia University with Fred 
Lerdahl and Mario Davidowsky (1998). He also received private lessons in composition from Brian 
Ferneyhough in 1993. Kampela is a prizewinning virtuoso guitarist whose own instrument serves as what he 
describes as a “compositional laboratory” for his experiments in extended techniques for acoustic instruments. 
His guitar "tapping technique," as employed in his influential Percussion Studies I and II for solo guitar (1990-
93), has been applied to other acoustic instruments in a collection of solo works that include Phalanges for harp 
solo (1995), Happy Days for flute and electronic sounds (2004), and A Maquina do Mundo for contrabass 
clarinet (2012), among many others. Certain works, such as Textorias for tape/computer-“generated guitar” 
(1994), Elastics III for flute, guitar and electro-acoustic sounds (2007), and …B… for 10 instruments, video and 
electronics (2012) expand the sonic world further through the use of electronics. Notable throughout many of 
Kampela’s works is his treatment of complex rhythms through the use of his system of micro-metric 
modulation.  His pieces often include extra-musical elements such as literary or theatrical associations, staging 
directions, the addition of video, or unconventional objects.  Kampela’s eclectic output also includes hybrid 
musical forms in which experimental compositional techniques are applied to Brazilian popular musical genres, 
such as the works found on his 1988 album, Epopéia. His many prizes and awards include the 2014 Guggenheim 
Prize in Music Composition, the 1995 International Guitar Composition Competition (Caracas,Venezuela), and 
grants and commissions from the  DAAD (Berliner Künstlerprogramm (2012), the Koussevitzky Foundation 
(2007), and the New York Philharmonic (2009). 
!
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electronics and asked me to play the piece at a portrait concert of his works the following 
week. The piece, in handwritten manuscript form, had been premiered in 2007 by flutist 
Margaret Lancaster and had not been played by anyone else at the time. In the intervening 
years, I had become more familiar with the techniques and repertoire of the solo 
contemporary flute literature, having played pieces by Berio, Takemitsu, Carter and 
Ferneyhough, among others.  This accumulated experience gave me the confidence to accept 
the invitation to play Happy Days. 
While preparing the performance, out of curiosity, I compared the scores of 
Elastics and Happy Days.  In both pieces, the flute writing is extremely dense, but the 
rhythmic notation is completely different. The score to Happy Days looks radically different 
than that of the earlier piece. Instead of Kampela’s characteristic complex, nested rhythms, 
Happy Days employs a virtually free rhythmic notation.  
As it turned out, the two pieces were connected. In 2007, Kampela revised the 
earlier piece, Elastics for flute and guitar, and added electronics. This new version became the 
first movement of Elastics II for flute, guitar and electronics. He then composed two 
additional movements. The flute part of the second movement was later extracted and 
transformed into the solo piece Happy Days for flute and electronics. The third movement of 
Elastics II utilizes yet another type of rhythmic notation in the form of spatial notation. What 
was the logic behind the different types of notation? How exactly did the piece evolve over 
time? The experimental nature of the piece intrigued me and I eventually expanded the focus 
of this study to include performance issues related to the larger piece, Elastics II, as well as 
the solo piece, Happy Days.   
Over the course of the twentieth century, great composers for the flute have 
revealed their conception of the instrument in large part through the range and choice of 
extended techniques that they employ. Each composer invents his own highly precise idiom 
for the flute; the technical and aesthetic language displayed in, for example, Takemitsu’s 
Voice for solo flute (1971) is radically different from that of Ferneyhough’s Cassandra’s 
Dream Song (1970) or Sciarrino’s L’opera per flauto (1990). What I found striking in Arthur 
Kampela’s treatment of the flute was its percussive character. Kampela is an internationally 
recognized guitarist whose virtuosic experiments on his own instrument led to the 
development of his system of extended techniques for his own instrument, the “tapping 
technique,” in which traditional sounds are mixed with noise-oriented, percussive techniques. 
The multiplicity of timbres that results from his extended treatment of the instrument is 
representative of Kampela’s aesthetic as a whole and is found in his writing for acoustic 
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instruments other than the guitar, including the flute. While Kampela’s guitar music is 
meticulously notated, with explicit instructions for performing the individual techniques, his 
flute works include no specific technical advice. Kampela’s unique vision of the flute and its 
technical possibilities as displayed in Elastics II for flute, guitar and electronics and its 
companion piece, Happy Days for flute and electronics has not been previously explored in 
any written study. To this aim, I have included a comprehensive performance guide that 
addresses the wealth of individual extended techniques found throughout the piece, relying on 
contemporary flute methods and my own experience with the contemporary flute literature 
with the aim of expressing Kampela’s highly extended ‘exploded’ flute.   
The varied rhythmic notation in Elastics II ranges from complex, nested rhythms 
to graphic proportional notation to virtually free notation.  It is my personal experience that 
Kampela’s technique of notating complex rhythms (‘micro-metric modulation’) is 
intimidating to the uninitiated. Even flutists who have significant experience playing complex 
rhythms will need a specific tutorial on Arthur Kampela’s unique system.  Kampela’s freer 
notation, while offering a significant and intriguing degree of interpretive autonomy to the 
performer, is problematic in its own way. Neither the apparently free notation of the second 
movement nor the graphic notation of the third movement is entirely ‘free’; each has its own 
rules and stylistic considerations.  For this reason, I have included a practical, step-by-step 
guide to performing the various styles of rhythmic notation found in Elastics II as they relate 
to Kampela’s vision of the piece as a whole and his musical aesthetic in general. 
The ultimate goal of this study is to encourage performance of what I consider to 
be an important piece in the contemporary Brazilian solo flute repertoire. Because Arthur 
Kampela’s music is extremely difficult and idiosyncratic, it is not performed as often as it 
deserves.  In an effort to assist flutists further with their preparation of Happy Days, I have 
included a digitalized performance edition of Happy Days, which includes suggested 
fingerings and notes regarding the extended techniques specific to Kampela’s flute writing.  
 
b) Review of literature  
 
At this time of writing, two detailed studies have been written regarding the 
rhythmic aspects of Kampela’s work: Dr. Graziela Bortz' Ph.D. Thesis, Rhythm in the music 
of Brian Ferneyhough, Michael Finnissy, and Arthur Kampela: a guide for performers (City 
University of New York, 2003), and Kampela's own thesis, Micro-Metric Modulation: New 
Directions in the Theory of Complex Rhythms (Columbia University, 1998.). Kampela’s 
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article, A Knife All Blade: Deciding the Side Not to Take (Current Musicology, 2002. Vol. 
67-68), explores his compositional process in the context of his string quartet, Uma Faca Só 
Lâmina. There is, additionally, a growing number of studies and articles that address 
Kampela's influential contribution to the solo guitar repertoire.2 This study is the first written 
work of any kind to focus on Kampela’s flute music. 
b) Methodology and organization 
In addition to the aforementioned works, interviews with the composer and 
performers of his music, program notes, performance videos and scores of Kampela’s works 
were consulted.  A series of interviews between the author and the composer was conducted 
over a two-year period. I interviewed flutist Margaret Lancaster regarding the genesis and 
performance history of Happy Days.  
In preparing the analysis of the extended techniques and the performance guide, I 
referred to the following contemporary method books:  
1. Pierre-Yves Artaud. Present day flutes. Paris: Gérard Billaudot, 1995  
2. Robert Dick. The other flute: A performance manual of contemporary techniques. 
Multiple Breath Music, 1989  
3. Carin Levine/Cristina Mitropoulos-Bott. The Techniques of Flute Playing.  Kasssel: 
Baerenreiter, 2002  
4. Wil Offermans. For the contemporary flutist. Frankfurt: Zimmermann, 1997  
5. Aurele Nicolet. Pro Musica Nova: Studien zum Spielen Neuer Musik. Wiesbaden: 
Breitkopf & Härtel, 1979 
Instructional material available online by flutists Helen Bledsoe and Mats Möller 
provided additional advice regarding extended techniques. Scores from the contemporary solo 
flute literature shed light on conventions of the notation of extended techniques.  Dr. Bortz’ 
thesis served as the basis of the guide to performance of Kampela’s micro-metric modulation.   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2 Examples include Fernando Sávio de Conceição Cury's Masters thesis, Percussion Study I; um guia para 
interprétes (Rio de Janeiro Federal University, 2006), Técnicas estendidas para violão - hibridização e 
parametrização de maneiras de tocar by Daniel Murray Santana de Vasconcellos (Masters Thesis, University of 
Campinas, 2013), and Daniel Vargas’ article, A complexidade rítmica no Estudo Percussivo II de Arthur 
Kampela (Per Musi, Belo Horizonte, n.26, 2012, p.170-180).  
!
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 Chapter 1 provides an overview of the solo flute works of Arthur Kampela, 
including Eine Kleine Nachtgame for flute and piano (1990), Elastics for flute and guitar 
(1995), Elastics II for flutes, guitar and electro-acoustic sounds (2007), and Happy Days for 
flute and electronics (2007).  The remainder of the study focuses on Elastics II and Happy 
Days.  Chapter 2 discusses extended techniques in Kampela’s compositional output as a 
whole before delving into the specific techniques found in Elastics II and Happy Days. 
Chapter 3 explores the diverse forms of rhythmic notation found in Elastics II.  A final 
summary and conclusions is followed by the author’s performance edition of Happy Days. A 
transcribed interview with Kampela is included in the Appendix. 
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Chapter 1: The flute works of Arthur Kampela: an overview 
 
1.1 Eine Kleine Nacht Game for flute and piano (1990)  
  
 Eine Kleine Nacht Game for flute and piano was written in 1990. At this time, 
Kampela had recently moved from his native Brazil to New York to study at Columbia 
University.  
 This short serial work was premiered in 1993 by flutist Tara Helen O’Connor and 
pianist Margareth Kampmeyer at the Miller Theater in New York City. Extended techniques 
in the flute part (frulatto, slap tongue, quarter tone trills, and some overblown harmonics) are 
used sparingly. The pianist alternates between playing on the keyboard and tapping 
percussively on the dampened strings with a mallet inside the piano. Precisely notated 
articulations and dynamics enhance Kampela’s characteristic gestures.  
 
 
Fig. 1 Eine Kleine Nacht Game, m. 1-2 
 
 Throughout the piece, there are frequent meter changes, some compound meters, 
and polymetric passages between the flute and piano part, but there are none of the nested 
rhythms or irrational time signatures characteristic of Kampela’s works composed a few years 
later.    
 Note that in measures 83-84, shown in Fig. 2, the flute and piano are playing in 
different time signatures, but the total number of beats is the same in both parts.  
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Fig. 2. Eine Kleine Nacht Game, Measures 79-85 
  
 If we compare Eine kleine Nacht Game to Kampela’s solo guitar piece Percussion 
Studies I, composed in the same year, we observe that the rhythmic treatment and type of 
gestures are similar, as are the frequently notated dynamics. In the piano part of Eine Kleine 
Nacht Game, Kampela notates alternating pitched and unpitched sounds on two separate 
staffs. The effect is jazz like; the percussive rhythms that are played inside the piano 
punctuate and drive the pitched piano part, acting like the drums in a jazz rhythm section. In 
Percussion Studies I, shown in Fig. 3, Kampela also uses two staffs to separate pitched from 
unpitched sounds, to similar polyphonic effect.  
 
 
Fig. 3. Percussion Studies I (1990), measures 22-25 
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 Where the two pieces differ lies in the composer’s treatment of the instruments. 
Percussion Studies I employs Kampela’s ‘tapping technique,’ the elaborate system of 
extended techniques that he devised for the guitar that mixes pitched material with percussive 
techniques performed over the entire body of the guitar. Kampela specifies in meticulous 
detail how the guitarist is to perform the individual techniques. Each sound is produced by a 
specific and visually discernible corporal gesture. The performer’s body does more than 
generate the sonic outcome of the material notated on the page. It is the foundation of the 
theatrical, visceral aspect of the composition and therefore plays a thematic role. In Eine 
Kleine Nacht Game, the flute is treated conventionally, in a manner more reminiscent of such 
classic serial pieces for flute and piano as the Sonatine by Pierre Boulez (1954) or Bruno 
Maderna’s Honeyreves (1963) than of the more experimental works of composers writing in 
the 1980’s and 90’s.1  
 
 
Fig. 4. Excerpt, Bruno Maderna, Honeyreves per flauto e pianoforte (1963) 
 
 Eine Kleine Nachtgame appears relatively conventional on the page compared to 
Kampela’s later flute works.  However, this early work displays the rhythmic vitality, wit and 







1 Kampela had private lessons with Brian Ferneyhough three years after he composed Eine Kleine Nachtgame, in 
1993.  There are certain Ferneyhough-specific techniques that appear in Kampela’s later flute works. 
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1.2 Elastics for flute and guitar (1995)   
  
 Kampela composed Elastics for alto flute/C flute and guitar in 1995.  Other 
important works from this time include Uma Faca Só Lâmina for string quartet (1997), the 
Percussion Studies II-III for guitar (1993 -1997), Layers for a Transparent Orgasm (1991) for 
solo horn, Gestures for solo violin (1993), Textórias for tape (1994), Phalanges for solo harp 
(1995), and Quimbanda for electric guitar (1999).  Elastics incorporates both Kampela’s 
tapping technique in the guitar part and his new rhythmic notational system of micro-metric 
modulation, which coordinates the unfolding of complex rhythms using nested ratios.2  
Kampela’s rhythmic notational breakthrough had occurred two years previously, in 1993, 
with the composition of Percussion Studies II, an excerpt of which is shown below in Fig. 5. 
He recalls, “Percussion Studies II was the total point of explosion which set me free. I created 
a rhythmic system that was unique.”3 His experiments with rhythmic notation and with 
extended guitar techniques were interrelated. In Percussion Studies II, Kampela treats the 
percussive sounds not as isolated effects, but as integral elements of the structure, subject to 
the same complex rhythmic treatment as the pitched notes. The precise notation, which 
navigates the inner subdivisions of the beat, allows the percussive sounds to surface at 










2 Chapter 3 will discuss Kampela’s micro-metric modulation in detail. 
3 All quotes attributed to Arthur Kampela, unless otherwise indicated, are from a series of interviews and 
conversations with the author from 2012 to 2015. 
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 In Elastics for flute and guitar, Kampela is starting to incorporate ideas from his 
guitar-based tapping technique into his flute writing. Frequent microtones, pitched air sound, 
glissandi and microtonal trills in the flute part serve as a timbral counterpoint to the colorful 
guitar part, which is stylistically similar to Percussion Studies II.  In the first measure of 
Elastics, showed in Fig. 6, we see that Kampela has created a sonic universe very different 
from the classical style of Eine Kleine Nacht Game, written five years earlier.  The alto flute 
line is microtonal. Diamond shaped note heads indicate a forceful, breathy sound. The guitar 
part is percussive and noisy, without determined pitch. The guitarist alternates between 
striking the bass strings against the frets and striking various parts of the soundboard with the 
side of the thumb, the lower part of the thumb, and the outstretched hand.   Both the flute and 
guitar have departed from their traditional roles to be redefined as hybrid, percussive 
instruments. 
 
Fig. 6. Elastics for flute and guitar, m. 1 
 
I.3 Elastics II for flutes, guitar and electro-acoustic sounds (2007) 
 
 Twelve years after he composed Elastics for flute and guitar,4 Kampela revised 
the piece and composed two additional movements to form Elastics II for flute (doubling on 
alto flute and piccolo), guitar and electronic sounds. The work, commissioned by the 
Ensemble Linea, was premiered by flutist Mario Caroli and guitarist Pablo Marquez at the 
Museum of Modern Art in Strasbourg in 2007. In revising Elastics for the 21st century, 
Kampela made four different types of modifications:  
 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4 Elastics for flute and guitar (1995) has not been premiered at the time of this writing.  
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1. A short, freely notated introduction was added. 
2. Many rhythms were re-notated or modified. Time signatures, metronome markings, 
and the notation of the nested rhythms were reworked, resulting in a more readable 
score. 
3. Certain notes were added and others were removed and replaced with rests. 
4. An additional electronics part was composed and amplification was added to what was 
originally conceived as an acoustic piece. 
  
 There are several differences in the two versions (original and revised) of the 
excerpt shown in Fig. 7-8.   In measure 4, the time signature was changed from 5/4 (in the 
original version) to 11/8 (in the revised version). Kampela also removed the outer nested 
rhythm ratio (the 5 eighth notes in the time of 4 eighth notes) in both parts. In the flute part, 
the second beat is re-notated with the addition of the inner ratio [4 sixteenth notes in the time 
of 3 sixteenth notes]. The guitar part is quite different in the new version. In measure 5, the 
composer has simplified the notation by changing the meter from 6/4 to 7/4, adding a faster 
metronome marking and thus eliminating the need for the triple nested rhythm. The measure 
is easier to read without the outer [7:6] ratio. In addition, Kampela removed some notes in the 
guitar part and added articulations and dynamics in the flute part. 
 
 
Fig. 7. Elastics for flute and guitar (1990), mm. 4-5 
 
 
Fig. 8. Elastics II for flute and guitar (2007), mm. 4-5 
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 Kampela does not confine himself to one style of rhythmic notation in Elastics II.  
In the introduction to the first movement, the composer uses an unmetered notation where 
individual rhythms are unspecified but points of coordination between the flute and guitar are 
indicated with dotted vertical lines. The second movement features loosely notated, virtually 
free notation. The third movement employs graphic spatial notation. In Kampela’s work in 
general, there is a characteristic sense of continuous rhythmic flux that expands and contracts 
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Fig. 12. Excerpt from the third movement (spatial notation) 
 
 Shifting instrumentation over the course of the piece parallels the varied rhythmic 
treatment in Elastics II.  In the first movement, the flutist begins with alto flute and later 
changes to C flute. This brings the flute and guitar closer together in terms of register. The 
second movement is for C flute, and the third movement is played on the piccolo. There is, 
therefore an ascending arc over the course of the piece in terms of register as the flutist 
changes from alto flute to C flute to piccolo. During the third movement, the guitarist at times 
applies a glass to the strings of the guitar. Kampela has stated that this action represents the 
idea that the guitar part is “exploding the boundaries of itself,” or rather, exploding the 
traditional view of the role of the guitar. 5  The extremity of the piccolo register emphasizes 
the explosion metaphor by merging, symbolically, with the metaphorical breaking glass at the 
end of the piece (the final Bartok pizzicato), as shown in Fig. 13.  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
5 Kampela applied a glass to the strings of the guitar for the first time in Balada for solo guitar (1982). This 
technique, according to Kampela, at the same time creates an “imprecise pitch domain,” accompanies the 
guitarist’s loud scream, and serves as a “catalytic ritual”.  Kampela’s experimental, Cage-ian use of ordinary 









 In 1994, Kampela composed his first piece of electronic music, Textórias for tape 
(computer-“generated” guitar) (1994), comprised of material played initially by the 
composer on the guitar and subsequently manipulated computationally.  Regarding the piece, 
Kampela commented, “The main idea of this piece is to extend the boundaries of instrumental 
writing, in this case applied to the acoustic guitar, creating a kind of  'hyperguitarist' that 
could perform technical impossibilities.”  
 In Elastics II, the electronics, similarly, relate to and extend the sonic world of the 
acoustic instruments.  Kampela describes the electronic sounds in Elastics II as “gestures 
blurring the boundaries between electro and acoustic sounds.” While the electronics part in 
the first movement consists of one continuous recording, the second movement utilizes fifty-
two pre-recorded electronic samples that are controlled either by a technician/third party who 
is following along with the score, or by the performers using pedals to trigger the sounds at 
specified points in their individual parts.  The electronics in the third movement consist of 
seven sound samples. The electronic sounds throughout the piece are for the most part 
concrète,6 based on samples of flute, piccolo, guitar, speaking, key clicks, etc., that were 
previously recorded by Kampela himself and flutist Margaret Lancaster. Kampela later used 
computer software to transform and manipulate the sounds through the use of delays and 
distinct types of reverbs.  
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6 The term Musique concrete, coined by Pierre Schaeffer, refers to electroacoustic music that uses naturally 

















 In the first movement, Kampela creates what he describes as a decelerated 
electronic “double” of the piece that creates harmonic pedal points. Kampela has aptly 
characterized the electronics sounds as “strange, muted and difficult to hear, as if they were 
passing through mud.” The performers must coordinate their parts with the beginning and end 
of the 4 minute long recording by strictly observing Kampela’s tempo indications.  
 In the second movement, there are twenty-nine samples based on material taken 
from the flute part of the second movement and twenty-three guitar-based samples. The 
sounds are more recognizably concrete in the second movement than in the electronics part 
from the previous movement; at times it is difficult to distinguish between the live amplified 
performance and the recording. Kampela has stated that the second movement is, therefore, a 
quartet of two live instrumentalists and two “phantom players”; the four different parts, or 
protagonists, with their varying overlapping gestures are perceived as “mobiles,” or 
“transparencies passing by each other…like Earl Brown’s super-imposed rectangles.”7 The 
electronics create what Kampela calls an “invisible counterpoint [to the flute and guitar parts], 
a big blur, a mass, an explosion…a cloud of sounds whose virtual and acoustic spaces were 
completely blurred.”  
 In the third movement, the piccolo and guitar based electronics are sampled 
together. Seven individual samples generated from recorded piccolo, guitar and voice sounds 
are triggered at specific points in the score.  
 
1.4  Happy Days for flute and electronics (2007)  
 
 Following the composition of Elastics II in 2007, Kampela used the material from 
the second movement to create two new pieces, Happy Days for flute and electronic sounds 
(2007) and Happy Days II (2010) for guitar and electronic sounds.8  
 In its revised version, the solo flute piece took on a programmatic significance 
when it occurred to Kampela to link the piece to Samuel Beckett’s two-act, two-character 
play, Happy Days (1961). In the play’s first act, Winnie is partially buried in a mound of earth 
while her taciturn husband Willie lives in a hole in the ground, hidden from view throughout 
most of the play. Winnie has a black shopping bag within reach containing various objects 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
7 The graphic score to Earl Browne’s December 1952 consists of a series of floating rectangles, inspired by 
Alexander Calder’s mobiles. In the solo flute repertoire, Henry Brant’s Temperamental Mobiles (1932) also uses 
Calder’s mobiles as a reference. 
8 I have performed Happy Days I simultaneously with Happy Days II in concert with guitarist Daniel Murray, as 
a duo piece entitled Happy Days I and II for flute guitar and electronics. 
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such as a music box, toiletries, a parasol, and a revolver. The sun shines constantly. There is 
no nightfall, but a bell rings to signal when it is time for her to sleep and when it is time to 
wake up.  Winnie, the eternal optimist, distracts herself from her grim situation, i.e. her 
imprisonment in the mound, by chattering constantly and attempting to maintain a normal 
routine with the aid of the objects in her shopping bag. In Act Two, the mound has grown to 
the extent that only Winnie’s head is visible and the revolver appears next to her head. Winnie 
begins to fear that Willie is dead but is ecstatic when at the end of the piece he attempts to 
crawl up the mound and weakly says her name. She sings a song. The piece ends with Willie 
on all fours in front of the mound, looking at Winnie.  
 The play Happy Days belongs to a modernist theatrical genre called the Theater of 
the Absurd that sprang up after World War II. The universe of Samuel Beckett is 
meaningless, absurdist.  Plots tend to have no discernible beginning, middle and end. 
Individuals are isolated from each other, and language serves to distract characters from the 
pointlessness of existence and impending mortality. Low comedy and irony are juxtaposed 
with tragedy.  Textual meaning is often secondary to or subsumed by the sound of speech, and 
the interplay of sounds and silence create rhythmic patterns that are distinctly musical.  
During the rehearsals for the first English production of Happy Days in 1962, Beckett had 
actress Brenda Bruce practice her lines with a metronome in order to get the explicit rhythms 
of his text to come out the way that he envisioned them. 
 In an article entitled “How I learned to love Beckett”, published in the Guardian 
newspaper on Oct. 2, 2014, actress Juliet Stevenson explained her approach to the role of 
Winnie in the context of Beckett’s ‘word-music’:  
He was very preoccupied with rhythm (the story of him putting down a metronome 
in front of Brenda Bruce in the Royal Court production of Happy Days is well 
known) but as music really, as sound. The rhythms and cadences of his text are 
exquisite, the nearest thing to a score I have come across – and in those rhythms lie 
much of the play’s meaning, because they map out the character’s unconscious self, 
in minute detail. But at the same time, you must not merely deliver sound. The 
challenge – gloriously – is to observe the shape and metre of his writing and allow 
that to take you deep down into the interior life of the character, into the patterns of 
her breath, of her thought. The rhythm and the psychology are one (Stevenson, 
2014). 
 Beckett’s work has inspired and influenced a large and diverse number of 
twentieth century composers, including Berio, Kurtag, Holliger, Feldman, and Kampela, 
among many others. Musicologist Dr. Catherine Laws feels that composers are drawn to 
Beckett’s work due to both the musical quality of its language and the thematic aspects, which 
are inextricably linked:   
! 26!
 
I would argue that Beckett's breakdown of traditional linguistic structures, and his 
ever-increasing sensitivity to the rhythmic and sounding qualities of his phrases is a 
consequence of his struggle to find a means of representing in language the 
fragmentation and chaos of the self in the world (Laws, 2006, p.1). 
 
 The following passage from Act II of Happy Days illustrates the musical quality 
of Beckett’s text, in which Winnie’s meandering thought process, is expressed by what Laws 
refers to as “rhythmic patterns of sounds and silences.” (p. 1) 
Sometimes I hear sounds. [Listening expression. Normal voice.] But not often. 
[Pause.] They are a boon, sounds are a boon, they help me…through the day. [Smile.] 
The old style! [Smile off.] Yes, those are happy days, when there are sounds. [Pause.] 
When I hear sounds. [Pause.]  I used to think…. [pause] …I say I used to think they 
were in my head. [Smile.]  But no. [Smile broader.] No no. [Smile off.] That was just 
logic. [Pause.] Reason. [Pause.] I have not lost my reason. [Pause.] Not yet. [Pause.] 
Not all. [Pause.] Some remains. [Pause.] Sounds. [Pause.] Like little…sunderings, 
little falls…apart.  
  
 In an unpublished program note to the solo flute piece Happy Days, written in 
2012, Kampela explained the thematic link with Beckett’s play: 
The title of the piece is a direct allusion to the homonym theater work by Samuel 
Beckett. In this particular play, one is immediately struck by the archetypal instance 
where the main character is inserted: stuck into a massive pile of ruins, unable to 
move, suffocated by a threshold situation, the character still strives to act normal, as 
if nothing was happening around or beneath herself. She emits paradoxical remarks 
such as: "what a beautiful day!..." and the like. Compositionally, this piece enacts a 
similar ethos: it strives to portray the idea that the flutist herself is covered by her 
"almost suffocating" breathing, fully inserted in sonic fragments that impede more 
than allow, the manifestation of music itself. It creates a compositional vortex where 
music is almost concealed by an ultimate theatrical struggle or gesturality.  The 
attempt to suggest "music" through muted notes, grunts, key clicks, breathed 
pitches, microtones, and an assortment of extended techniques, followed by the 
reiteration of echo-like electronic / concrete sounds -- reveals a mirror that more 
than reflecting, distorts and asphyxiates. The (impossible) "happiness" suggested by 
the title, is "heard" independent of the musical trajectory of the piece, since it refers 
ultimately to the act of Being -- in spite of its failures or its ruins… 
 Kampela views Happy Days for flute and electronics as a kaleidoscopic, Cubist 
portrait of Beckett’s heroine, whose multiple inner realities are being portrayed 
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simultaneously in a continuous, polyphonic stream.9  In Happy Days, Kampela creates a 
dense texture of artificial polyphony through the use of overlapping, contrasting gestures, in 
which conventional flute-playing alternates with a multitude of timbral effects such as tongue 
and key clicks, speaking and glissandi, multiphonics and singing while playing. This 
multiplicity, expressed musically, symbolizes the varying degrees of consciousness of 
Kampela’s/Beckett’s heroine, whose stream of consciousness chatter is fragmented, full of 
literary references, seemingly illogical tangents, and recurring, obsessive phrases. 
 In the following excerpt from Happy Days (which, as we recall, also serves as the 
flute part to the second movement of Elastics II), we see that the flute writing is radically 
different from that found in the first movement of Elastics II.  
 
Fig. 14. Happy Days for flute and electronics (2008), excerpt 
 The complex rhythms have been replaced by very loosely notated, almost freely 
notated rhythms. The fragmented, contrasting sound objects, separated by brief pauses, 
establish their own rhythm, similarly to the way that the combination of Beckett’s ‘text 
objects’ and silences create larger rhythmic patterns. The addition of vocal effects has created 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9 Kampela has proposed that Happy Days II for guitar and electronics, the companion piece extracted from the 
guitar part to the second movement of Elastics II, could represent the character of Willie, Winnie’s taciturn 
husband in Beckett’s play. 
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a new ‘character’ in the polyphonic texture that Kampela separates from the rest of the 
material through split beam notation.  The flute has become a percussive/vocal/flute hybrid, 
and the flutist, an actor in a Beckett/Kampela musical theatrical genre.  
 Flutist Margaret Lancaster premiered Happy Days for flute and electronics in 
2008 at the SLAM music festival in Seattle, Washington. Lancaster had asked Kampela for a 
solo piece to play at the festival, and he responded by isolating the flute part of the second 
movement of Elastics II. Although there are no extra-musical indications in the score, 
Kampela and Lancaster developed a staged theatrical version. She recalls: 
It was a wonderful collaboration! ... As I act, dance and almost always approach 
performance in an interdisciplinary way and because Arthur is extremely theatrical, 
we developed the idea to present the ‘movement’ as a theater piece together --- I 
can’t remember the exact sequence of events — I think Arthur was really into the 
Beckett play at that time and together we both drew parallels between the play and 
his piece --- he then named the piece Happy Days and we developed the initial 
interpretation together.10 
 Margaret Lancaster has performed Happy Days several times since the premiere 
in 2008, experimenting with various types of staging, always in collaboration with the 
composer. She has performed the piece while chained to the music stand, while symbolically 
trapped in a “pit” made out of chairs and books, and surrounded by a “veil-like web”.  She 
observes: 
  
Arthur Kampela’s Happy Days is based on the Samuel Beckett play of the same 
name, in which a woman - Winnie -- is literally trapped in a mound of detritus...in 
order to survive this impossible situation, she creates an optimistic (albeit quasi-
delusional) reality in which she chatters incessantly drawing upon memories  and 
valiantly trying to maintain a daily routine — but the harder she struggles to remain 
positive, the deeper she gets pulled down into her predicament.  Kampela’s work 
runs parallel to Beckett’s play in that the flutist encounters increasing complexity in 
Kampela’s score creating its own impossible situation and like Winnie, the flutist 
becomes trapped by her own surroundings (the music). 
I have staged HD in a number of ways but always — regardless if there is staging or 
no staging, I strive to inhabit the psychodrama of the play (and in particular Winnie) 
- trying always to find the beauty and humanity of ever increasingly difficult and 
overwhelming music  - even when interrupted by the electronics that often serve to 
mock and bury the live flute line - so every performance is theater even without 
staging elements. 
For the premiere performance (at the SLAM festival in Seattle), the ‘story’ was that 
I was chained to the stand (the stand served as the mound of detris) - no matter how 
many times I tried to escape it (unsuccessfully moving away from it or moving with 
the stand to different positions on the stage), I could not escape and in the end, I 
collapsed to the ground wailing in the head joint – emotionally spent I slowly rose 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10 Email correspondence with Margaret Lancaster on September 1, 2014. 
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with the smile of broken surrender, picked up the stand and walked completely out 
of the hall. 
For the Music at First series, I created a pit out of folding chairs and choir hymnals 
into which I fell (in a gown of course!) -- the flute, computer and pedal were placed 
within the pit (as I usually create an overarching through line for the entire show, 
this was part of the show’s trajectory) -- I literally was trapped in it (there was no 
way out without disassembling the pit) and played the entire piece within it (truly 
embodying the psyche of the piece as I was literally helpless in there!) ---- at the 
conclusion I begged for Arthur’s help and he released me from the pit. 
For a show I did in September, the scenario was that I had just awoken from a dream 
and was literally trapped in a veil-like web (I hung white veil netting all over the set) 
- at the conclusion, I exited the stage behind the web…Ultimately, Arthur and I hope 
to create a ‘definitive’ version utilizing video projections (of everyday occurrences) 
that will sporadically and gradually begin to cover the performer (eventually up to 
her neck - ideally onto some sort of giant dress) - these quotidian situations and the 
struggle to overcome/conquer the incredibly complex music will eventually trap and 
disable her.11 
 I have performed Happy Days without staging, remaining in one position on the 
stage, triggering the sound samples with a foot pedal. Kampela supports all of these versions 
of Happy Days; while he does not feel that the piece needs any additional staging, he is open 
to theatrical experimentation and to collaboration with performers in general.  The new 
version that Lancaster refers to will, according to Kampela, possibly include a short film that 
the performer will pause/freeze periodically during the piece by operating a foot pedal, 
creating a series of still images.12  Kampela’s intention is to create an additional layer that will 
envelop the existing piece, resulting in a theater within a theater. Ultimately the goal is to 
amplify the theatrical experience. 
 Not I for solo horn, player’s voice, and light, written in 2011, can be considered a 
companion piece to Happy Days, as it is, similarly, linked to a Samuel Beckett play of the 
same name and has many stylistic similarities. Beckett’s Not I (1972), like Happy Days, is a 
woman’s story, a fragmented stream-of-consciousness monologue. The actress performs the 
roughly 15 minute long monologue while standing on an invisible podium, enveloped in 
darkness, with only her mouth illuminated. The mouth seems to float, disembodied, in 
darkness. The text is to be delivered as rapidly as possible.  Kampela’s piece, subtitled 
Holographies for French Horn, features a “light bulb contraption” (Kampela’s description) 
that operates in counterpoint to the horn sounds and functions as a separate theatrical element 
or character. A pedal operated by the performer activates the light. The light has its own 
specified rhythms that are notated on a separate staff. The voice of the horn player, conceived 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11 Email correspondence with Margaret Lancaster on Jan. 20, 2015. 
12 In “…B…” for 10 instrumental soloists, video and electronics (2012), Kampela employs what he calls a 
“contextual narrative” in the form of pre-recorded sounds and video images that are triggered by the players 
through the use of pedals. The video acts as an extra musician, or an extension of the musicians’ identity, in 
effect, a theatrical conceit that serves as an “Ariadne’s thread” which guides the listener to the abstract material.  
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as a separate part, speaks fragments from Beckett’s text into the mouthpiece of the horn, 
whispers, sings in falsetto, recites, and sputters nonsensical consonant patterns. Effects such 
as tapping on the horn with paper and inside the bell of the horn with the fingernails 
contribute a percussive layer to the general polyphonic texture. The piece is divided into two 
theatrical ‘scenes.’ In Kampela’s works, all of the elements of the composition - pitched 
notes, noisy effects, theatrical extra-musical elements, meticulously notated complex rhythms, 
verbal instructions for improvised material, etc. – have the same ‘status,’ as Kampela puts it. 
Fig. 14 illustrates how Kampela clearly separates the individual voices from top to bottom: 
horn in the treble clef, voice and percussive sounds, light, and horn in the bass clef.  
 
 
Fig. 15. Not I for solo horn, player’s voice, and light (2011), excerpt, p. 5. 
 
 The solo flute piece Happy Days, in contrast to Not I, has no explicit quotes or 
text settings from Beckett’s play. Kampela has suggested however that before beginning the 
piece, the flutist think to herself the first line of Beckett’s play, while gazing upwards and 
smiling, in order to establish the connection with Winnie’s character.  
 
Winnie: [Gazing at zenith.] Another heavenly day. 
 
 
Fig. 16. Beginning of Happy Days 
! 31!
 We know that the programmatic element, that is, the association with Beckett’s 
play, became a part of the piece only after the notes were written on the page. The fact that 
Kampela extracted a previously composed piece and only then linked it with Beckett’s play 
does not make the literary connection any less valid.  It is, rather, illustrative of Kampela’s 
experimental process. Happy Days is a malleable work in progress whose evolution has been 
influenced by Kampela’s changing ideas and its performance history.  The complexity of the 
flute writing, with its cornucopia of extended techniques and open rhythmic form, allows for 
multiple interpretations.  The following chapter will address the extended techniques found in 








CHAPTER 2. Extended techniques in the works of Arthur Kampela  
 
2.1 Extended techniques in the works of Arthur Kampela 
 
 It is difficult to pin down the style of Arthur Kampela. He has been compared at 
various times to such diverse composers as Frank Zappa, Charles Ives, John Zorn and Brian 
Ferneyhough. When asked about his influences, he cites both European and Brazilian models: 
 
My musical and cultural heritage ranges from early modernists like Webern, 
Stravinsky and later Cage, Stockhausen, Boulez, Berio, Ligeti, Ferneyhough, 
Sciarrino, Lachenmann, to Jobim and João Gilberto (a kind of "Webern" of popular 
music of Brazil) and Tropicalismo, a counter cultural dissolution of pop music 
initiated by Caetano Veloso.   
 
 The influence of the European avant-garde is felt in Kampela’s preoccupation 
with the destruction of instrumental boundaries, or as Lachenmann puts it, the search for 
previously unknown sounds through the “defamiliarization of instrumental techniques” (Ryan 
and Lachenmann, 1999, p. 21).  Kampela has developed a distinctive style of extended 
techniques for acoustic instruments modeled on his guitar-based tapping technique, 
mentioned in the previous chapter. He describes the system as one in which  “percussive and 
pitch oriented sounds are interspersed in a continuous way, where the hands alone maintain 
the traditional techniques of playing while incorporating new gestures in traditional, plucked 
ones”.1 The scores to the Percussion Studies I and II include over twenty pages of detailed 
explanations of the various percussive techniques, including photos and a key with specific 
symbols for each effect. The coordinated movements are calculated to allow for maximum 
efficiency, so that the different timbres can emerge at a high velocity.  As Kampela is a 
guitarist, writing for himself using his own instrument, his own history as a performer and his 
physical relationship to the guitar play a role in the end product. For Kampela, the guitar is a 
laboratory for his compositional experiments. 
  Kampela’s own performances of his Percussion Studies are characterized by a 
highly charged virtuosity.  There is an innately theatrical, visual aspect in the way that his 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Interview with the composer published on the website www.canalblog.com by “Le Transfo” from the Linnea 
Ensemble's Festival Champs Libres, June 2, 2007. 
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hands dance over the entire body of the guitar as he plucks, pulls, damps and hits the strings 
with his hands and nails, slaps the upper and lower soundboard, strums, and utilizes objects 
such as a pencil or spoon in unexpected ways. Although the compositional materials are 
abstract, the impression for the listener is of a white hot, visceral intensity. Paradoxically, 
although the music appears complex and serious on the page, it sounds improvised, 
spontaneous and full of life, with an infectious sense of rhythm. The challenge in performing 
Kampela’s music is to navigate through the visually intimidating notation to express the joy at 
the heart of his music. 
 Kampela has used his tapping technique as a point of departure when writing for 
instruments other than the guitar.2  When he composes for stringed or plucked instruments, 
the guitar-based techniques translate more directly. When writing for winds, Kampela aims 
for a variety of timbres but in general is less specific about how the techniques are to be 
performed. However, he feels that his extended techniques are always instrument-specific. 
His approach to performing and composing is physical, or as he puts it, “ergonomic”;3 he 
buys or borrows instruments for which he is writing at the time to get a hands-on sense for 
what is possible. Kampela does in fact own a flute; that being said, he does not specify in 
detail exactly how to perform the extended techniques in his solo flute works4 in the same 
way that a composer-flutist might.5  Although it is time consuming for the flutist to confront 
the various technical ambiguities in the score, the advantage of the absence of specific 
performance indications is that it allows the performer a significant degree of interpretive 
freedom.  
  In Happy Days, with its multiple layers of effects, the flute becomes a type of 
super-instrument, a flute/percussion/vocal hybrid.6 The role of the instrument, and of the 
instrumentalist, is deconstructed, put into question, and expanded.  Regarding his solo harp 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2 Notable solo pieces of this type include Layers for a Transparent Orgasm for solo horn (1991), Gestures for 
solo violin (1993), Phalanges for solo harp (1995), Bridges for viola (1995), Quimbanda for electric guitar 
(1999), Naked Singularity for tuba (2003-4), Not I for solo horn and light (2011), and A Máquina do Mundo for 
contrabass clarinet (2012). 
3  The Merriam-Webster Dictionary defines ergonomics thusly: “an applied science concerned with the 
characteristics of people that need to be considered in designing things that they use in order that people and 
things will interact most effectively and safely—called also human engineering, human factors engineering.” 
Kampela uses the word “ergonomics” freely, referring to the prominent thematic role that the relationship 
between the instrument and the body of the performer plays in his musical compositions. 
4  The performance notes to Kampela’s work “…B…” for 10 instrumental soloists, video and electronics (2012) 
include guidelines for the flutist’s execution of certain techniques within the context of that particular piece.  
These performance notes were consulted for the chapter on extended techniques found in Elastics II and Happy 
Days. 
5  Distinguished flutist-composers from the 20th and 21st centuries include Brian Ferneyhough, Harvey 
Sollberger, Robert Aitken, Robert Dick, Wil Offermans, John Heiss, and Ian Clarke, among many others.   
6 In Antropofagia for electric guitar and large chamber orchestra (2001-2004), Kampela expanded the idea of the 
extended electric guitar to the entire ensemble, creating what he referred to as a “monster guitar”.   
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piece, Phalanges, Kampela remarked,   
 
[…] when I composed my harp solo piece “Phalanges,” I used a series of devices (e.g. 
paper between strings, tuning fork, constant pedal glissandi, half-pedal “buzz,” etc.) 
to destabilize the typical way of operating on that instrument. More than seeking for 
mere effects, I was “seeing” the instrument as a sonic object, that could be 
“subjected” to different types of (ergonomic) demands.7   
  
 There is a playful quality to this experimental approach. The instrument is treated, 
in the words of Penderecki, as “an entire body with which [to] make music” (Cope, 2001, p. 
46y). The performance of a purely instrumental work that includes so many unfamiliar ways 
of playing the instrument becomes something new that “is as much theater as it is music” 
(Schwartz, 1993, p. 141).  Several of the composers cited by Kampela as important influences 
can be counted among those who have exploited the theatrical impact of unexpected 
instrumental techniques, in particular, Berio, Lachenmann, Stockhausen and Ferneyhough. 
  In Kampela’s Percussion Study V for viola alla chitarra and tape (2007), the 
guitarist’s role is put into question to the extent that he does not even play on his own 
instrument. Percussion Studies V is written for viola played by a guitarist, who uses the guitar 
tapping technique to produce rapid-fire pizzicato. This subversive action, of playing on an 
instrument other than one’s own, is an example of what Kampela calls the “malleability of 
musicianship,” a recurring theme throughout his works.  The performance becomes a 
theatrical space where the guitarist is present, the guitar is absent, and the viola is played in a 
completely novel way. Accompanying electronics function as an extension of the 
instrumentalist.  
 If Kampela can be linked to the European avant-garde, he can also be compared to 
the experimental eclectic composers from the world of Brazilian popular instrumental music.8  
His Lachenmann-like instrumental experiments recall those of the Brazilian 
composer/performer Hermeto Pascoal, in whose avant-garde universe anything can be used as 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
7 From an interview with the composer published on the website www.canalblog.com by “Le Transfo” from the 
Linnea Ensemble's Festival Champs Libres, June 2, 2007. 
8 Kampela has an entire opus of what he calls “hybrid music”, in which techniques from the contemporary music 
avant-garde such as atonalism, shifting meters and extended techniques are applied to Brazilian popular forms 
such as sambas and bossa novas. He has cited the eclectic Brazilian composers Arrigo Barnabé, Itamar Assunção 
and Sergio Rojas as like-minded musicians, all of whom are normally classified as popular musicians. One could 
expand this list to include composers Egberto Gismonti and Hermeto Pascoal. 
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a musical instrument. 9  In the following excerpt from Pascoal’s composition Cannon, 
transcribed from his album Slaves Mass (1977), we note Pascoal’s inclusion of the extended 
practice of singing and playing simultaneously. In measure 31, the voice sings a separate 
polyphonic line from the flute line, whereas in measure 33, the voice and flute are in unison 
(or in octaves, as is the case of Hermeto Pascoal, whose voice is pitched one octave lower 




Fig. 2 Excerpt, Hermeto Pascoal, Cannon. Transcribed by Fausto Borém and published as 
Cannon (dedicada a Cannonball Adderly) para flauta, humming na flauta e sons pré- 
(Pascoal and Borém, 2010). 
 
 Macunaíma for 20 players (2009) is characteristic of Kampela’s exuberant 
eclecticism in which both European and Brazilian references are palpable. The predominant 
extended techniques are interspersed, sparingly and evocatively, with more conventional 
materials.  Inspired by the Brazilian modernist novel of the same name by Mário de Andrade, 
the piece opens with an evocation of the Brazilian jungle as a small group of players walk 
through the hall playing spring drums; as they take their seats, an explosion of percussive 
effects ensues from the orchestra. A group of five musicians later walk off-stage and are 
transformed into an Ivesian band playing a metrically distorted Brazilian Choro while the on-
stage musicians listen and then eventually interact with the smaller group. Over the course of 
the piece, musicians use the full gamut of theatrical Kampela-esque extended techniques. 
Brass players make what are described in the score as “farting” noises with their mouthpieces. 
The tuba player strikes his instrument with three thimbles, worn on his fingers. String players 
tap on the bridge of their instruments with a chopstick, and the pianist scratches on the strings 
inside the piano with his nails. Non-percussionists play a variety of percussion instruments in 
addition to their own instruments. Vocal effects include nonsense syllables spoken inside the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9 In addition to playing a huge array of conventional instruments, Pascoal has been known to make music with 
such diverse objects as his own body, a live pig, a lake full of water, children’s toys, kitchen utensils, and a 
dentist’s drill.  
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mouthpiece, singing while playing, and improvised whispering/murmuring. There is a 
raucous party atmosphere throughout.  
 In the following excerpt shown in Fig. 3, the entire wind section is utilizing some 
type of extended technique on virtually every note. The instruments are treated soloistically 
within the polyphonic texture. The overall effect is of a forest of multiple sound sources, 
where instrumental gesture is the predominant and generative characteristic of the 
composition.  The sense of multiplicity is characteristic of Kampela’s work as a whole.  The 
first flute part in this excerpt, with its mixture of microtones, Aeolian sounds and nested 
rhythms, is stylistically very similar to that of the first movement of Elastics II. The second 
flutist alternates between hitting and playing on microtonally tuned bottles in the spirit of 




Fig 3.  Macunaíma, m. 19, winds 
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 Rhythm, texture, and gesture are inextricably linked in the works of Arthur 
Kampela. The excerpt from Macunaíma is characteristic of Kampela’s strictly notated 
compositions in that the extended techniques are situated firmly within the rhythmic structure, 
which Kampela defines using his distinctive ratios and nested rhythms. In the works that are 
notated freely, such as the second movement of Elastics II, the difficulty of the extended 
technical language plays a part in the creation of rhythms in that each gesture takes up the 
amount of time that the performer needs to execute it. Although the rhythms appear constant, 
the irregularity generated by the relative ease or difficulty of the gestures creates asymmetry 
which Kampela hopes will approximate the irregular rhythms in his traditionally notated 
music. The imposition of rhythmic definition – be it free or complex – on the extended 
techniques creates its own dynamic.  
 In an article entitled “A Knife of all Blade: Deciding the Side Not to Take,” 
Kampela sums up the tactile role that extended techniques play in his music. In the following 
quote from the article, Kampela is discussing his ‘sculptural’ approach to composition as 
exemplified by his solo horn piece, Layers from a Transparent Orgasm (1990-91).  
 
Using a wealth of extended techniques blending with the performer's voice, a truly 
polyrhythmic/polytimbral discourse was created. In the constant "fight" of the 
materials to be articulated, the very notion of time could be seen as "enveloped" by 
the rapid coordination of sounds with different "weight" and profile. The "exploded" 
surface of heterogeneous materials struggling to interact also brings forth, in my 
opinion, an analogy with the "tactile sensory experience," filling the music with this 
"quasi-sculptural" character-meaning that the sounds produced by the horn player (her 
voice and her blowing sounds) present a clear dichotomy of emission, charging 
perception with sudden dynamic, timbral and rhythmic "bursts" or "peaks"  (2002, p. 
167). 
 
 Extended techniques, therefore, play a dynamic role in Kampela’s music, 
interacting with the limitations of the performer’s body, with the expectations of the audience, 
and with other aspects of the composition. As Kampela explains,   
 
[The] struggle between compositional hierarchies and instrumental limitations is a 
constant preoccupation of my music. The ergonomic considerations of instrumental 
capabilities coordinate the inner logic of my compositional choices. Therefore, the 
structural aspect of my pieces cannot be inferred from the surface elements only, even 
if we encounter traces of cohesive compositional designs in the placement of rhythms, 
timbres, and pitches. The underlying logic of my compositional text lies in its way of 
offering, in the very deployment of motoric/gestural patterns, the cohesive aspects of 
a polyrhythmic discourse, concomitantly with the more perceptible sonic hierarchies 
presented (2002, p. 169). 
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 For performers of Kampela’s flute music, it is important to keep in mind that the 
physical act of playing the extended techniques is a thematic aspect of its performance.  The 
flutist should not try to mask the physical difficulty, but, rather, to emphasize the visceral 
aspect of the music. The remainder of this chapter will discuss the extended techniques found 
throughout Elastics II, along with a detailed guide to their performance.  
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2.2 Extended techniques in Elastics II: the new virtuosity 
 
 In his article, “Aspects of the flute in the Twentieth Century”, Pierre-Yves Artaud 
sums up the technical challenges of playing the wealth of music composed for the solo flute 
since the 1970’s: 
The new virtuosity implies first and foremost a firm control of traditional technique. 
It exceeds this in requiring the assimilation of a further 140-150 fingerings to the 
forty-two currently in use in order to produce micro-intervals, glissandi and 
multiphonics. In addition, it demands an ability to combine attacks, timbres, vibratos 
and intonations in new and infinite ways (Artaud, 1994, p. 141).  
 
 Flutist Helen Bledsoe’s graded shortlist of important solo flute works utilizing 
extended techniques categorizes over sixty unaccompanied flute pieces according to 
difficulty. In the “very difficult” category are pieces which “may include rapid micro - or 1/4 
tone passages, high degree of rhythmic complexity, extremes of range (may include extended 
passages above high D), difficult multiphonics, rapid changes from one extended technique to 
another, and a general high level of energy. These pieces should be real tests of endurance” 
(Bledsoe, 2012).  
 Bledsoe’s “very difficult” pieces include, among others, Sgothan by James Dillon, 
the solo flute pieces by Brian Ferneyhough (Cassandra’s Dream Song, Carcieri d’Invenzione 
IIb, Unity Capsule), and Sikangnuqa by Michael Finnissy. The flute writing in all of these 
works, composed during the 70’s and 80’s by three composers considered by musicologists to 
belong to the New Complexity school of composition, is inventive, dense, and 
microscopically detailed. Christopher Fox defined the general aims of the New Complexity 
School composers as follows:  
In particular they sought to achieve in their work a complex, multi-layered interplay 
of evolutionary processes occurring simultaneously within every dimension of the 
musical material. Since composers within the New Complexity usually chose to 
realize their music through acoustic instrumental resources, their scores necessarily 
pushed the prescriptive capacity of traditional staff notation to its limits, with a 
hitherto unprecedented detailing of articulation. Microtonal pitch differentiations, 
ametric rhythmic divisions and the minutiae of timbral and dynamic inflection were 
all painstakingly notated; the technical and intellectual difficulties which such 
notations present for performers were regarded as a significant aesthetic feature of 
the music (Fox, 2007-2015).  
 A cursory glance at the following excerpts reveals that these three so-called ‘New 
Complexity’ composers are quite distinct from each other in terms of notation, musical style 
and treatment of the flute.  In Michael Finissy’s Sikangnuqa, the principal difficulty lies in the 
extreme microtonality and the ambiguous nature of the notation. In the first excerpt, the 
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rhythm is notated freely. The second excerpt employs complex rhythms considered typical of 
the New Complexity school composers.  As we will see in Chapter 3, Kampela also uses 




Fig. 1a. Michael Finnissy, Sikangnuqa (1979/2010), beginning 
 
 
Fig. 1b. Michael Finnissy, Sikangnuqa (1979/2010), p. 3 
  
 Ferneyhough’s masterpiece, Unity Capsule, composed in the same year, uses two 
staffs to separate the flute part from the vocal part.  All aspects of the intricate composition 
are meticulously planned, including the notation of the flute techniques.  Although fiendishly 
difficult, everything is technically possible.  The following excerpt includes microtones, 
percussive key clicks, spoken consonants, lip glissandos, Aeolian sound, nested rhythms and 
movement indications.  
 
 
Fig. 2. Brian Ferneyhough, Unity Capsule (1979), excerpt 
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The excerpt shown in Fig. 3, from Scottish composer James Dillon’s piece 
Sgothan (meaning ‘clouds’ in Gaelic), employs harmonics, glissandi, singing and playing, 
flutter-tongue, microtones and specified vibrato speeds. As in the Fernyhough excerpt, all 
notes are assigned specific dynamics, and rhythms are expressed as ratios within a series of 
shifting meters. Dillon calls for circular breathing at two points during the piece. 
 
  
Fig. 3. James Dillon, Sgothan (1982), excerpt 
 
Arthur Kampela has often been compared to the New Complexity composers, and 
many aspects of his work do indeed correspond with Christopher Fox’s definition. At the end 
of his New Grove article, Fox concludes that by the end of the 1990’s, the composers who 
had been previously grouped together into the New Complexity school  
“…were a geographically disjunct group spread across North America, Europe and 
Australia, few of them were any longer involved in the Darmstadt courses, and the 
expressive and technical differences between their various musics outweighed any 
remaining aesthetic common ground.”   
I would argue that Elastics II and, by extension, Happy Days could be added to 
Bledsoe’s list of the most technically demanding works written for the flute due to its 
rhythmic complexity, high velocity, extreme microtonality and density of extended 
techniques. The necessity of changing between the alto flute, C flute and piccolo over the 
course of the piece compounds the difficulty. The remainder of this chapter will address the 
specific techniques characteristic of Kampela’s flute writing as displayed in Elastics II and by 
extension, Happy Days. 
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2.2 a) Elastics II and Happy Days: the techniques 
  
 The techniques found in the introduction to Elastics II include Aeolian sounds, 
glissandi, whistle tones, flutter tonguing and consonant sounds, all of which are played on the 
alto flute. In the first movement of Elastics II, Kampela’s repertoire of extended techniques 
for the alto flute and C flute includes whistle tones, flutter tonguing, microtones, Aeolian 
sounds, glissandi, microtonal trills and percussive key clicks.  
 The second movement of Elastics II utilizes over 20 distinct extended techniques. 
Within the structure of the piece as a whole, the second movement functions as an explosion 
of effects in contrast to the more limited sound palette of the first and third movements. The 
polyphonic use of overlapping, contrasting gestures, in which flute playing alternates with 
tongue and key clicks, speaking and glissando effects, is amplified by the composer's use of 
polyphonic effects such as multiphonics and singing while playing. There is a wealth of 
expressive character indications throughout the movement, which ends in a “crying effect” 
played on the head joint only.  
 In the third movement, the piccolo techniques include flutter tonguing, 
microtones, Aeolian sounds, glissandi, double and triple microtonal trills, wide interval 
tremolos, and percussive double tonguing.  
 The distribution of extended techniques throughout the three movements of 
Elastics II is detailed in the table shown in Fig. 4.  The table groups the various techniques 
together by type:  
 
1. Techniques that have to do with change of pitch or that extend the standard twelve-
note scale: microtones, microtonal trills and tremolos, and glissandi/pitch bending. 
2. Coloristic effects: Whistle tones, “breathy” (Aeolian) sounds, flutter tonguing 
(frulatto), harmonic tones, molto vibrato, and multiple sonorities (multiphonics). 
3. Vocal effects: singing and playing simultaneously, speaking, speaking while playing. 
Singing or speaking while playing is a technique that we could include in the 
preceding category (coloristic effects) in that it modifies or extends the flute sound 
(Levine and Mitropoulos-Bott, 2002, p. 19).  Kampela’s spoken consonants, whether 
spoken alone or while blowing, fall under the category of percussive effects. 
4. Percussive effects: Key clicks, hard double tonguing, and tongue stops (tongue ram). 
5. Miscellaneous techniques: jet whistles, playing on the head joint alone, and expressive 
indications. 
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 Statistically, the effects found in all three movements are: microtones, glissandi, 
microtonal trills and flutter tonguing (frulatto).  
 
Extended techniques  Intro. 
Alto flute 
Mvt. I 






1. Pitch variation 
Microtones: single notes       x      x        x 
Glissandi        x    
Microtonal single and double trills       x      x        x 
Microtonal triple trills        x        x 
Tremolos of intervals larger than a M2        x        x 
2. Tone coloration/coloristic effects 
Flutter tonguing        x      x      x        x  
Aeolian (“breathy”) sounds        x      x      x        x 
Harmonics        x  
Vibrato molto        x  
Multiphonics        x  
Whistle tones         x          
3. Vocal effects 
Singing and playing simultaneously        x  
Vocalized inhaling        x  
Vocal indications: 
falsetto voice, low voice, breathy voice 
       x  
Spoken percussive consonants  
(also: percussive effects category) 
       x       x  
Spoken percussive effects while fingering 
notes (also: percussive effects category) 
       x  
4. Percussive effects 
Key clicks, with and without sound       x      x  
Key clicks, no pitch indicated        x  
Double tonguing         x       x 
Tongue ram        x   
5. Miscellaneous techniques 
Jet whistle         x   
Playing on the head joint alone        x  
Expressive indications: "like a drum", 
"sinister, mad", "nervous,” etc.  
       x  
 




Category 1: Pitch variation   
 
Microtones 
 Kampela uses quartertones extensively throughout the three movements of 
Elastics II. The extreme microtonality is perhaps the most difficult aspect of the piece as a 
whole, and the one that requires the most careful practicing. There are various ways to 
produce quartertones on the flute: 
  
1. By using alternate fingerings (on a closed-hole or open-holed flute) 
2. By uncovering the holes on an open-holed flute.  
3. By rotating the flute in or out, changing the embouchure, air pressure, moving 
the head, or a combination of these movements (Nicolet, 1979, Appendix). 
   
 Among the traditional flutes, the most available options for microtonal fingerings 
are to be found when using the open-holed, B foot flute. Alto and bass flutes generally are 
equipped with a C foot joint. Bass flutes may or may not be equipped with trill keys. 
Essentially, the more keys, the more fingering options available. The standard piccolo, whose 
lowest note is D, is therefore the most limited in terms of fingerings.1 The Kingma system C 
flute is a specialized instrument that has six extra keys that produce six of the seven 
microtones. Kingma also produces open holed alto, bass and contrabass flutes; this facilitates 
the production of microtones and glissandi.  As relatively few flutists play the Kingma system 
flutes at this time, the following study and performance guide is geared toward the standard 
French model C flute, the closed hole alto flute with a C foot joint, and the standard piccolo.  
 Microtonal scale fingerings are available in the method books by Pierre-Yves 
Artaud (1995), Robert Dick (1989), Caren Levine and Christina Mitropoulos-Bott (2002, 
2004), Thomas Howell (1974), and Linda L. Holland (2000), as well as in online resources 
such as Mats Möller’s website, New sounds for flute. Robert Dick includes separate 
quartertone scales for open and closed hole flutes in his book, The Other Flute. Levine and 
Mitropoulos-Bott’s book, The Techniques of Flute Playing II: Piccolo, Alto and Bass Flute 
(2004), includes separate microtonal scales for piccolo, alto flute and bass flute.  
 Composers have different reasons for employing microtones. Self-proclaimed 
“complexisist” composer Chris Dench says that he uses microtonality or “subatomic pitch-
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Although relatively rare, there are examples of C foot piccolos to be found, currently manufactured by the 
Nagahara and Braun flute makers. 
! 45!
thought” as an “expressive resource” (Dench). He comments, “Initially, I utilised quartertones 
as a method of 'making strange' - giving harmonies construed within a standard 12-tone 
environment added piquance”.  Kampela similarly uses microtones to deform intervals, or to 
“suggest a flexible pitch spectrum.”2  
 Microtones can also be used as a coloristic device. Many of the artificial 
microtonal scale fingerings result in notes that have a different harmonic structure from the 
standard chromatic fingering and therefore have a different timbre.3  The varying, shifting 
timbre of the microtonal language corresponds to the varied timbre of the various vowel 
sounds employed during speech.  In Happy Days, the microtones are intended to make the 
music more verbal, less sung, to better convey Beckett’s protagonist’s speech and thought 
process.  The strangeness of the microtonal language corresponds to the surrealistic 
atmosphere of the play.  
 Composers aware of the coloristic possibilities of the various fingerings often 
indicate specific fingerings in the score. Ulrich Gasser’s Etude no. 16 from his elementary and 
highly approachable collection of contemporary flute etudes, Papierblüten (1985)4, features a 
quartertone melody that can be played on a closed-holed flute. Gasser points out that one 
could produce the quartertones by rotating the flute but that the fingerings specified in the 





Fig. 5. Ulrich Gasser, Etude no. 16, excerpt. 
  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2 Kampela, Arthur. Introductory performance notes to the score to “...B...” for 10 instrumental soloists, video and 
electronics (2012), p. 2. 
3 Robert Dick’s alternate fingerings listed in his method Tone Development through Extended Techniques are 
categorized, according to timbre, into three different types: diffuse/hollow tones, bright tones, and “bamboo” 
tones. Many of these fingerings are microtonal in that they alter the pitch as well as the tone color.  
4 In this collection, designed for intermediate flutists, Gasser’s 24 miniatures address specific difficulties such as 
free meter, additive rhythms, intervallic leaps, glissandi, harmonics, flutter tonguing, singing while playing, 
multiphonics, and more.  
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All of the fingerings in the above excerpt are forked fingerings, which produce a 
more diffuse tone color than the regular fingerings.5  The softer, veiled timbre is comparable 
to the forked fingerings on the Baroque flute. In the same way that Baroque composers 
embraced the distinct, heterogeneous qualities of the various keys as played on the Baroque 
flute, contemporary composers have found value in the more varied tonal palette made 
possible by alternative fingerings.  
 In Cassandra’s Dream Song, flutist composer Brian Ferneyhough helpfully 
indicates what he considers the best microtonal fingerings for the occasion, all of which can 
be played on a closed-holed flute.  
 
 
Fig. 6.  Ferneyhough, Brian. Cassandra’s Dream Song (1975), excerpt. 
 
 In the following excerpt from Unity Capsule (Fig. 7), written one year after 
Cassandra’s Dream Song, Ferneyhough notates the fingered pitches rather than the resulting 
(unspecified) microtones. Ferneyhough indicates three different embouchure positions above 
the staff: turned in, straight, and turned out. Although none of the notes are notated as 
microtones, the turned in embouchure position applied to the first six notes will result in a 
lower microtonal interval and the last six notes (except for the final E∫) will sound higher due 
to the turned out embouchure. The solution is simple from the performer’s point of view in 
that it does not involve complex fingerings or deciphering microtonal accidentals. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
5 Flutist/composer Wils Offermans calls these notes “bamboo tones”, in contrast to the regular “bel canto” tones. 
A lively and thorough explanation and discussion of bamboo tones can be found in his book For the 





Fig. 7.  Ferneyhough, Brian. Unity Capsule for solo flute (1976), excerpt 
 
 The following passage from Unanswered Questions by Tristan Murail requires an 
open-holed flute. Opening the hole of the key halfway produces both of the specified 
fingerings shown in the excerpt in Fig. 8. The second fingering (E≠) is held through to 
produce the overblown harmonic B≠.  
 
 
Fig. 8. Tristan Murail, Unanswered Questions pour flûte (1995), excerpt 
 
Composer Richard Barrett uses an innovative notation of quartertone fingerings in 
his solo piece Vale (see Fig. 8). The two upper staves of the score are for the left and right 
hand fingerings, placed on separate staves. Tone holes with slashes through them indicate that 
the flutist presses the ring only of the open holed key. 
 
Fig. 9. Barrett, Richard. Vale for solo flute (2006-2012), excerpt 
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 Arthur Kampela does not indicate specific fingerings for the quartertones in 
Elastics II. The decision to use microtonal fingerings or to lip regularly fingered notes up and 
down is therefore left to the discretion of the performer. These choices have artistic as well as 
practical implications. 
 When beginning to play microtonal music, the flutist should consult the various 
resources previously cited to test the various suggested fingerings. With time and careful, 
repetitive practice, one develops a repertoire of preferred fingerings.  The appendix to this 
study includes a digitalized performance edition of Happy Days, with suggested quartertone 
solutions.  As Kampela specifies precisely tuned quartertones throughout the three 
movements, one must first train the ear to hear the quartertone scale.  An electronic tuner 
could be used in the initial stages of ear training. Once the ear is developed, one can tune 
quartertones using the following method: 
1. First tune the pair of outer semitones. To tune an augmented F(≠), for 
example, tune a precise minor second between F\ and F#.  
2. Experiment by bending the lower note upward and the upper note downward 
until one finds the note that falls in the middle of the two notes. This can be 
done by turning the flute in or out, raising and lowering the head, moving the 
jaw backwards and forwards, or by performing a combination of the three 
movements (Graf, 1991, p. 14).  
3. Experiment with the microtonal fingerings found in the previously cited 
resources. As flutes are produced according to different scales (traditional, 
Cooper, Bennett, etc.), the fingering that produces an exactly tuned quartertone 
on one flute may be different on another. As Robert Dick has pointed out, 
piccolos, alto flutes and bass flutes vary greatly from maker to maker in terms 
of bore size and tone hole size, more so than concert C flutes (1989, p.7).6 In 
some cases, the artificial fingerings need to be bent up or down a bit in order to 
tune an exact quartertone.  
 
 In the first two measures of Elastics II, shown in Fig. 10, there are eight different 
pitches that are augmented or diminished by a quartertone. Fig. 6 shows one possible 
realization of the microtones in the passage, using the options available to the closed hole, C 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
6 This passage was tested on the author’s Trevor James C foot closed hole alto flute.  
!
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foot alto flute. The microtones, numbered 1-8, are produced by artificial fingerings (1, 2, 3, 4, 




Fig. 10. Elastics II, measures 1-2 (alto flute), with performance suggestions 
 
 The diamond shaped note head indicates that this passage is to be played with a 
breathy (‘Aeolian’) sound. The effect will be noisy; however, it does need to be in tune.  I 
would suggest practicing this passage with a pure sound first in order to tune the micro- 
intervals before adding the air. Alto flute intonation can be deceptive due to the different 
harmonic structure of the scale; notes that seem to be sharp are actually flat and vice-versa.  
Additionally, it is advisable to keep in mind that the alto flute, like the piccolo, is sensitive to 
changes in room temperature and tends to go very sharp as it warms up.  
 Flutists might find the fingered D≠ (marked #4 in Fig. 6) to be awkward and may 
prefer to lip down a fingered E\ instead. There is no closed hole microtonal fingering for 
augmented F# (F±, marked #6) listed in any of the standard resources. Robert Dick writes, 
“regardless of the pitch being played, the flute will always bend downwards further than it 
will upwards” (1989, p. 140).  In The Other Flute, he includes a table that defines the bending 
range (upwards and downwards) of the flute’s various pitches (1989, p. 140).  According to 
Dick, the majority of pitches on the flute can be bent upwards at most one quartertone, while 
the downwards-bending range varies between a quartertone to a whole tone.  With this advice 
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in mind, I would suggest fingering G\ and turning the flute inward to lower the pitch a 
quartertone (rather than bending F# upwards).   
There are two available fingerings listed in Levine/Mitropoulos-Bott’s book for 
the augmented C sharp (C±), shown in Fig. 11. 
      
Fig. 11. Two possible fingerings for augmented C# (C±) 
 
 On my alto flute, these two fingerings do not work particularly well, so I prefer to 
bend the notes. Because the D\ is more resistant than the C#, I find it easier, in this case, to 
bend the C# upward rather than to lip down the D.  
 An example of a passage that flutists might be tempted to ‘approximate’ is the 




Fig. 12. Microtonal passage, after rehearsal #23 
  
 Kampela has commented that this passage is not meant to be a ‘wind effect.’ As 
we have mentioned previously, in Kampela’s work in general, extended techniques are not 
used as isolated effects, but rather to create layers within the polyphonic structure.  All of the 
elements – ordinary notes, quarter tones, complex rhythms, improvisation, embouchure 
techniques, etc. – participate in the compositional scheme.  In this excerpt, every microtone is 
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to be played accurately, in the fastest possible speed, not ‘faked.’  It does not, however, need 
to be played evenly.  A jagged, nervous, irregular quality that accommodates the difficulty of 
the passage is one possible interpretation.  
 There is a lot of room for creativity in choosing how to perform the microtones in 
this passage.  A possible solution combining microtonal fingerings with normally fingered 
notes is shown in Fig. 13. The tonal contrast of the artificially fingered notes with the 
normally fingered notes could be accentuated by leaning into the microtones a bit.   
 
 
Fig. 13. Microtonal passage, with performance suggestions 
  
 It is advisable to practice passages using unfamiliar microtonal fingerings in short, 
rapid segments in order to train the muscle memory at the rapid speed that will be required 
during performance. Michel Debost comments in The Simple Flute, 
 
I am going to sound heretical, but I think it counterproductive to practice “difficult” 
passages with a slow beat and then to increase the speed one notch at a time. 
Instead, break up the difficulty. Use very short and snappy rhythms, always staccato, 
at a slow tempo to isolate your finger reflexes, “stop-and-go.” The “stop” part can 
be long, but the “go” is like a trigger releasing an interval  (Debost, 2002, p.188). 
  Debost then provides various exercises based on technically difficult passages 
from the Ibert Flute Concerto (p. 188). We can translate Debost’s technique of practicing in 
rhythms in traditional repertoire, as shown in Fig. 14, to Kampela’s microtonal passagework, 




Fig. 14a. Original part, first mvt., Ibert Flute Concerto 
 





Fig. 15. Practice exercises for microtonal passage in Fig. 13, after Debost 
 It is important to carefully tune even the most difficult microtonal passages. The 
ear must be actively involved while practicing the mechanical movements. The advance 
mental preparation required to perform each individual fragment occurs, intensely, during the 
rest that precedes it.  Debost recommends practicing in this way for a long while before 
attempting to get the entire passage up to tempo.  
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• For daily practice, choose instead things you can play relatively easily, but 
play them perfectly. There is no excuse for playing something easy imper-
fectly in practice; you progress better on easy perfection than on inevitable 
disaster. 
• Always play musically: scales, arpeggios, and études are all music; they are 
boring if we consider and make them so. 
• Practice what is most useful for instrumental playing. A disproportionate 
amount of our repertoire is made up of scales and arpeggio passages. “The 
Taffanel-Gaubert Daily Exercises calisthenics catalog these basic formulas 
very well and constitute a Bible of technique for the conscientious flutist.”23 
• Don’t practice speed without a feeling for line, or tone without comfortable 
posture and fingers. 
• Much of our practice time for études and pieces is wasted on things we have 
not even read properly. 
• Do not practice with your metronome clicking all the time. I am going to 
sound heretical, but I think it counterproductive to practice “difficult” pas-
sages with a slow beat and then to increase the speed one notch at a time. In-
stead, break up the difficulty. Use very short and snappy rhythms, always 
staccato, at a slow tempo to isolate your finger reflexes, “stop-and-go.” The 
“stop” part can be long, but the “go” is like a trigger releasing an interval: 
Practicing Example 1a. Ibert, Concerto, beginning.  
Reproduced with the kind permission of Alphonse Leduc publisher  
and owner of the worldwide rights—Paris-France 
Practicing Example 1b 
Practicing Example 1c 
23. John Krell, Kincaidiana: A Flute Player’s Notebook (Culver City, Calif.: Trio Associates, 1973). 
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very well and constitute a Bible of technique for the conscientious flutist.”23 
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not even read properly. 
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sages with a slow beat and then to increase the speed one notch at a time. In-
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staccato, at a slow tempo to isolate your finger reflexes, “stop-and-go.” The 
“stop” part can be long, but the “go” is like a trigger releasing an interval: 
Practicing Example 1a. Ibert, Concerto, beginni g.  
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23. John Krell, Kincaidiana: A Flute Player’s Notebook (Culver City, Calif.: Trio Associates, 1973). 
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 One might argue that the majority of listeners may not be able to appreciate the 
nuances of perfectly tuned quartertones, particularly at Kampela’s fast tempos. I believe that 
intonation is even more crucial when we are dealing with music composed using scales other 
than the twelve-tone equal tempered scale.  In Kampela’s music, quartertones are used both as 
an expressive timbral device and as an integral part of the pitch structure. Without careful 
tuning, Kampela’s precisely calculated intervallic relationships would be unclear.  
Glissandi 
 Glissandi fall into two categories: embouchure glissandi and fingered glissandi.7 
The method of producing an embouchure glissando, or “lip glissando” as Kampela calls it, 
utilizes the same movements previously discussed in the section on microtonal pitch bending:  
1. Moving the lower jaw back (for a downward glissando) and forwards (to 
glissando upwards)  
2. Raising and lowering the head  
3. Turning the flute in and out by rotating the wrists8  
 Baroque flutist Karl Kaiser has commented that turning the traverso in and out is 
generally the most efficient way to tune the flute without noticeably modifying the timbre.  
This observation applies to the modern flute as well. Although this technique is not 
commonly discussed in traditional flute pedagogy, it can be useful when one must, for 
example, adjust the pitch rapidly to tune with colleagues in the orchestra. Practicing rotating 
the flute to obtain microtones or glissandi has the added benefit of developing increased 
flexibility in the wrists and a non-rigid hand position.  
 The method of producing fingered glissandi which works on both open and closed 
holed flutes is to open or close the keys very slowly. While Pierre-Yves Artaud feels that one 
can control the movement better by pressing on the innermost part of the key support, or 
“spindle”, as he calls it (1995, p. 47), Levine and Mitropoulos-Bott advocate placing the 
finger on the outer edge of the key for closed hole flutes. On open holed flutes, ascending 
glissandi are produced by gradually uncovering the hole before opening the key. To lower the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
7 The glissando headjoint, designed by Robert Dick and made by Eastman Winds, is a specialized piece of 
equipment that allows the flutist to perform downward glissandi from each note on the C flute.  
8 In Peter Lukas-Graf’s Exercise #4 from Check-up: twenty basic studies for flutists (Schott, 1991), the flutist is 
required to practice these three movements first separately and then all at the same time. The exercise is intended 
to train the embouchure in order to encourage “mobility of the jaw, flexibility of the lips and a relaxed 
positioning of the flute” (p. 14). 
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pitch, the sequence is performed in reverse (2002, p. 47). To raise the pitch further, the rings 
can be lifted afterwards (Dick, 1989, p. 76).  The open holed glissando method has the 
advantage over the previous methods in that it is capable of producing a pitch bend of more 
than a quartertone on certain note combinations.9  It is also possible to combine a fingered 
glissando with a lip/head movement for maximum effect. 
 Each glissando in Elastics II is particular in its own way. Some glissandi have a 
specified end pitch; others do not. Glissandi are often combined with other effects such as 
flutter tonguing, microtonal trills, tremolos, etc., which adds to the complexity of determining 
the best way to execute them. In the second movement of Elastics II, Kampela at times 
indicates that the glissando should be a “lip glissando,” and sometimes not. This is perhaps 
intended as a visual effect, as a fingered glissando would often produce a more effective 
audible pitch bend than the specified lip glissando.10 An example of a problematic lip 
glissando is shown in Fig. 15. 
 
Fig. 15. Lip glissando, Elastics II, second mvt. /Happy Days 
 The maximum amount of non-fingered glissando that can be realistically executed 
from D5 is one quartertone upward (Dick, 1989, p. 140). However, the end pitch in the 
glissando shown in Fig. 15 is meant to be E–.  In order to achieve this wider glissando, the D 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9 In The Other Flute, Robert Dick includes a chart that shows how to perform larger-interval glissandi on open 
holed flutes (1989, p. 76-82). His Etude #4 from Flying Lessons Volume II: Six Contemporary Etudes, is 
instructive for practicing finger glissandi. 
10 Brian Ferneyhough’s score to Unity Capsule is full of creative and highly specific indications regarding the 
performance of various types of lip glissandi and finger glissandi.  A frequent complaint regarding 
Ferneyhough’s music is that there is too much information in the score.  In the case of the flute scores, a large 
quantity of the information is present in the form of time saving, technical performance guidance.  Patient study 
of Ferneyhough’s scores can give the flutist ideas of how to solve technical problems in the works of composers 
such as Kampela who give few concrete performance indications. 
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should be fingered normally and then the fingers should slide gradually from the holes onto 
the rings of first the G and then the A key, as shown below.  
        L 4 } ring, then  L 3 } ring 
mxsdk       kmxs3  x23km 
Fig. 16.  Realization of finger glissando from D to E– 
 While the upward lip glissando works best when it is accompanied by a 
crescendo, a diminuendo naturally accompanies the downward glissando. In the following 
passage, we find two glissandi. The first glissando can be played as a lip glissando, as 
marked, with the option to uncover the hole of the G key with the left hand fourth finger at the 
same time in order to make a more dramatic glissando.  The second figure, a glissando 
tremolo, is tricky in that we are required to raise the pitch by a quartertone while making a 
crescendo and then a diminuendo. The highest part of the glissando therefore coincides with 
the softest part of the figure. 
 
Fig. 17.  Lip glissando and tremolo glissando, Elastics II, second mvt. 
 The normal C to E tremolo fingering, executed by trilling the right hand fourth 
finger, produces a tuned C and a flat E (E–). This is, conveniently, what Kampela specifies. If 
we discretely move the right hand little finger from the C key to the C# key and turn the flute 
in while making the diminuendo, we can create the illusion of making a smooth upward 
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glissando. 
 In the following passage there are two downward glissandi, both of which are 
accompanied by a crescendo.  
 
Fig. 18.  Downward glissandi, Elastics II, second mvt. /Happy Days 
 In the first glissando, the left hand third finger can be placed on the rim of the key 
and then slid onto the hole. The A will be a bit sharper than it should be, but we will get a 
noticeable glissando. The second glissando figure downwards from low G will be accentuated 
if the voice does a downward glissando at the same time. This is a good time to use the first 
method of finger glissando mentioned previously, slowly closing the F# key while making 
the crescendo. 
 
Fig. 19. Realization of the two glissandi 
 The introduction to Elastics II contains an ad lib glissando passage. In the excerpt 
shown in Fig. 20, the alto flute begins with a breathy, rapidly repeated (double or triple 
tongued) low note motive. The guitarist at the same time produces what Kampela calls a 
“coil-like sound” by plucking at the tip of a chopstick applied under the strings of the guitar.  
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At the part marked “tuning fork,” the guitarist makes a ‘bowing’ effect by applying the tuning 
fork to the E string.  At this point, the flutist plays an approximate low A and improvises, 
bending the pitch according to the contour indicated. 
 
Figure 20. Introduction to Elastics II, first measure 
 
 
Kampela’s written indication is as follows: 
  
The indicated (graphic) pitch means that you should play approximately the same A 
of the GUITAR. This A when produced by the guitar slides a bit 1/4 tone up approx. 
Try to IMITATE that effect always combining with the guitar one. Try to be NOT 
SYNCHRONOUS with the guitar but intersperse it as soon as the guitar A is 
finishing. However this interspersing should not happen in a REGULAR fashion: 
Improvise a bit regarding the frequency that you do this effect… it is to be 
understood as a kind of tail for the guitar too… 
 
 The choice of how to perform the glissando is up to the flutist.  Since we do not 
have the option of performing a finger glissando on the closed holed alto flute, I would 
suggest using a lip glissando, rotating the flute in and out.   
 Throughout the three movements of Elastics II, and particularly in the third 
movement, glissandi are often played simultaneously with trills and tremolos. As the language 
is microtonal throughout, the fingerings are often unconventional and not found in any 
standard resources. The following section will discuss the various types of trills and tremolos 







 The trills found in Elastics II/Happy Days can be divided into the categories of 
single, double, triple and quadruple trills.11   Microtonal trills are similar to and sometimes 
indistinguishable from bisbigliando trills, also called tonal or timbral trills.   
    
 
Fig. 21a. Single microtonal trill, 2nd movement/Happy Days 
 
 By “nearest microtone,” Kampela means the nearest viable microtonal pitch 
higher than D natural. In this case it is possible to trill from D\ and D≠ by fingering D and 
then trilling the C and C# keys together. The trill is executed together with an upward 
glissando. Because no finger glissando is possible in this case, the best option is to lift the 
head upward/rotate the chin outward to bend the note. 
 
Fig. 21b. Realization of single microtonal trill 
 
Levine and Mitropoulos-Bott tell us that in a double trill, “two different tones are 
alternately or irregularly trilled.  If not further specified in the score, ‘alternate’ is usually 
intended” (2002, p. 44).  The double trill shown below in Figure 22 is between G, F#, F ± 
and G\.  If we accept Levine/Mitropoulos-Bott’s definition, the trill should be played in the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11 Examples of double and triple trills are commonly found in the solo works of Brian Ferneyhough. Quadruple 
trills are extremely rare. 
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following way, alternating between the principle note, F#, augmented F# and G\, that is to 
say, F# - F ± – F# - G\ etc.  
 
Fig. 22.  Measure 8, third movement (piccolo), double trill 
 
 On my piccolo, there is unfortunately no good artificial fingering for augmented 
F# (F±).12  In order to play the trill as written, the best solution for me is to open the F# key 
(R4) halfway for the augmented F# and all the way for the G. The active trilling finger must 
be relaxed in order to perform this small, nuanced movement. In order to achieve this 
lightness, we must first stabilize the piccolo with the left hand and then concentrate on lifting 
the right hand fourth finger using a light, upward movement. This advice is useful when 
playing traditional trills as well (Debost, p. 255). It is helpful to imagine that the impulse 
comes from the key impelling the finger upward in order to avoid an uncontrolled, forceful 
downward movement.  
 The double trill found in measure 9 of the same movement can be executed using 
microtonal fingerings. In this double trill, shown in Fig. 23, B\ alternates with augmented A# 
(A±) and augmented B\ (B≠). The suggested realization is shown in Fig. 24. 
 
Fig. 23.  Measure 9, third movement 
                  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
12 Levine/Mitropoulos-Bott’s suggested fingering on my piccolo, a conical bore wooden piccolo by August 
Mönnig, results in G≠. It is notable that in Ferneyhough’s Superscriptio for solo piccolo (1982), the composer 
uncharacteristically does not provide specific fingerings for the microtonal trills.  Perhaps this is due to the lack 
of standardized piccolo fingerings in conical versus cylindrical bore piccolos. 
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                 B\    A±    B\     B≠ (etc.) 
Pakx xPkadghj Pxak Pxadghk 
Fig. 24. Suggested realization of the double trill 
 
 
 The triple trill, shown in Fig. 25, alternates between four different notes. 
 
 
Fig. 25.  Triple trill, third movement 
 
  
 Strictly speaking, the trill should be performed like this: 
              
                   C\     C≠     C\     C#    C\     C± (etc.)   
Pak Pxk Pak Pk Pak Pxbk 




 I find the ‘correct’ version to be very awkward.  A faster trill can be produced by 
alternating between the four pitches without returning to the principle note, in the following 
order: 
 
                C\     C#     C≠    C± (etc.) 
Pak Pk Pxk Pxbk 
 Fig. 27.  Alternate realization of the triple trill 
 
 It is important to flutter tongue in a way that allows the pitches to be heard 
clearly; if not, all of our careful preparation is wasted. 
  
There is one example of a quadruple trill in Elastics II, found in the third 
movement. The trill is executed by alternating five pitches (A\ G± A≠ A# A±) while 
distorting the pitch further with lip glissandi ad lib. 
 
Fig. 28.  Quadruple trill, third movement 
 
 
 This is a puzzle. In order to solve it, we must first find viable trills from the A\ to 
the other notes. On my piccolo, the following trills, shown in Fig. 29, work best, although the 
first trill is actually a timbral trill rather than a quarter tone trill. 
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A\ - G±        A\ - A≠             A\ - A#                A\ - A± 
PxasGHJ  kPzas kPzad   PzaSk  hjPxas hPxadhj 
Fig. 29.  Possible trills for the quadruple trill 
 
 The problem here is that the second and third trills need to be executed with the 
B∫ thumb, whereas the last trill requires the B\ thumb key. In order to get to all five of the 
notes, the best way is probably to play the four trills in order, being careful to slide from the 
B∫ to the B\ thumb keys for the last trill. This is awkward but not impossible.  
 Unspecified trills in Elastics II are always microtonal. The following passage, 
shown in Fig. 30, includes a series of microtonal trills played simultaneously with glissandi. 
The last trill of the passage, marked “trill to same key” [Kampela means to say, “trill to same 
pitch” rather than “trill to same key”] is a bisbigliando, or color trill. 
 
 
Fig. 30.  Microtonal trill passage, 2nd movement 
 
 In the following suggested realization of this passage, I have taken creative 
license with some of the trills for variety’s sake. The second, fifth and sixth trills are 
bisbigliando or color trills. They have a denser, more fluttery quality than the regular two-
note quarter-tone trills.   
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 Tremolos spanning intervals larger than a major second are found in the second 
and third movements. There are 16 examples of tremolos in the second movement, all but one 
of which is combined with a glissando.  The intervals range from a quarter-sharp minor 3rd to 
quarter-flat augmented 4th. The tremolos are combined with breathy sound, frullato, voice, 
key clicks, and molto vibrato.  In the third movement, we find three tremolos, one of which is 
the climactic last gesture of the piccolo. 
 
 
Fig. 32. 3rd movement, last measure 
 
 The majority of the tremolos found in Elastics II are feasible. There are however 
three tricky compound tremolo/glissando effects in the second movement in which the 
individual notes of the tremolo slide upward over the span of different intervals.  The first one 
occurs on page 2 of the second movement, shown in Fig. 33. The upper note of the tremolo 
(D\) slides to D# (up a minor 2nd) while the lower note (B∫) slides to C≠ (up a quarter-sharp 
major 2nd).  
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Fig. 33. Tremolo glissando, two different intervals 
 
 The suggested realization shown in Fig. 34 involves sliding the thumb from B∫- 
B\ - C\ while, at the same time, trilling the second trill key and rotating the flute outward. 
 
 
Fig. 34. Realization of the tremolo glissando  
 
 There is no perfect realization of the tremolo glissando shown in Fig. 35. The 
microtonal tremolo between B≠ and G\ is possible, using the suggested trill fingering shown 
in Fig. 35.  However there is no feasible way to end up on B\ and F#, respectively.  Since 
this effect is combined with voice, we could lip the tremolo down by a quarter tone to achieve 
the downward quarter tone glissando of the upper note while singing the lower glissando from 
G to F# while trilling as suggested in Fig. 35.   
 
Fig. 35. Tremolo glissando, page 7, line 5 of performance edition  
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Category 2: Tone coloration/coloristic effects 
 
Flutter tonguing (frulatto) 
  
 Since flutter tonguing is employed extensively throughout all three movements, it 
is worth reviewing what the authors of the contemporary flute methods have to say about the 
subject.   
 There is no absolute consensus among flutists regarding the best way to flutter 
tongue.  Artaud identifies two methods: “wagging of the tongue” vs. “throat vibration.”13  He 
considers the “throat vibration” method to be superior in that it works well in all registers, 
does not affect the tone quality, and allows for a quicker “trill” (1995, p. 19).   Robert Dick 
defines the two methods as rolling the tip of the tongue vs. an “uvular flutter”. Dick agrees 
with Artaud that the uvular method is better unless one wants a greater proportion of noise/air 
to sound, or is performing a frulatto at the same time as a jet whistle or “loud residual tone”, 
in which case, the “tongue flutter” is more effective.  A great advantage of this method is that 
it leaves the tip of the tongue free to articulate at the beginning of the flutter-tongued note (p. 
136).  Levine and Mitropoulos-Bott define the two methods as “glottal (larynx)” vs. rolling 
the tip of the tongue. They feel that the glottal method is preferred in general for quiet playing 
and in the lower register until B5 (the first B above the staff). For notes higher than B5 and 
for loud playing, Levine and Mitropoulos-Bott prefer the tip of the tongue method. If we want 
to interfere with the tone production, i.e. create more noise in the sound, we reverse the 
actions (2002, p. 12).  Nancy Toff, however, considers the tip of the tongue against the hard 
palette method to be the preferred, “true flutter” (1985, p. 120). 
 I believe that what these authors refer to variously as an uvular/glottal/throat 
flutter is described in linguistic terminology as an ‘uvular trill,’ which is produced with the 
back of the tongue at or close to the uvula. The trill at the tip of the tongue is called the 
‘alveolar trill,’ because it is produced close to the alveolar ridge just behind the front teeth. I 
agree with Levine and Mitropoulos-Bott that it makes sense to think of the flutter tongue as 
corresponding to the position of the embouchure in relation to the register of the note; in other 
words, we flutter tongue in the part of the tongue/mouth that interferes the least with the tone 
production. We can also consider the connection between the ideal throat and frulatto position 
of each note by singing the note first in order to set the throat position and then practicing the 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
13 battement de la langue/vibration de la gorge in French. The terminology is oblique in both languages. 
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note with frulatto immediately afterwards.14 It is also helpful to practice singing scales and 
arpeggios while rolling the tongue. 
 Robert Dick is adamant that flutter tonguing, like anything else, needs to be 
practiced.  Virtually any tone exercise can be adapted as a flutter tonguing exercise. While 
preparing Elastics II, flutter tonguing needs to be practiced on all three instruments at all 
dynamic levels in combination with the various other techniques that occur simultaneously, 




Fig. 36.  Flutter tonguing combined with glissando and trill, while making a diminuendo, 
Elastics II, third movement (piccolo) 
 
 
Fig. 37.   Flutter tonguing plus breathy tone, first movement, m. 4 (alto flute) 
 
 
Fig. 38.  Flutter tonguing plus trilled unspecified multiphonic and voice, 




14 Peter Lukas Graf’s Exercise #6: Singing while Playing from Check-up: 20 Studies for Flute (1991, pp. 18-19) 
is followed by a frulatto exercise using the same series of pitches. For a thorough discussion of throat tuning and 




 Both flutter tonguing and breathy sound introduce an element of noise in contrast 
to standard focused sound.  
 In the performance notes to “B” for 10 instrumental soloists, video and 
electronics (2012), Kampela states that specified pitches with the indication of “breathy 
sounds”15 are “to have as much air as possible, creating a noisy display of hardly focused 
pitch.  Nevertheless, the indicated pitch should be clearly audible…an admixture of some 
pitch and forceful breathy sounds should result.” 
 The key words here are “noisy” and “forceful.”  Kampela’s breathy sound is not a 
Sciarrino-style delicate colored-air timbre. In the first four measures of the first movement, all 
of the notes are marked with breathy sound, played fortissimo, with gusto, in rhythmic unison 
with the mostly unpitched guitar part. Throughout the rest of the movement, breathy sounds 
are used more sparingly, at times on individual notes that pop out of the texture or to 
characterize individual gestures or motives. Throughout the first and second movements, 
breathy sound is often combined with percussive effects such as key clicks, spoken 
consonants or hard double-tonguing. In the passage shown in Fig. 39, the cross underneath the 
trilled D# indicates percussive key clicks. The diamond shaped note head indicates breathy 
sound. The motive illustrated in Fig. 40 combines breathy sounds with hard spoken 
consonants. In both examples, the absence of focused pitch allows the percussive sounds to 
predominate. 
 
Fig. 39. Breathy sound plus key clicks, first movement (alto flute) 
 
 
Fig 40. Breathy sound with spoken consonants, second movement/Happy Days 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
15 Composers typically refer to this technique as Aeolian sound, air sound(s), wind sounds, or pitched air.  
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 The proportion of air to tone in the sound is controlled by lip tension 
(Levine/Mitropoulos-Bott, 2002, p. 35). In order to introduce more air into the sound, one 
relaxes the lips, making the lip opening wider than it would be for focused sound (Offermans, 
1997, p. 39). The air is directed horizontally over the top of the embouchure hole rather than 
into the flute.  Pure pitched air without vestiges of focused tone can be produced only in the 
first octave; Kampela is aware of this and reserves the breathy sound effect for the low 
register. In order to achieve Kampela’s forceful sound, one needs to use a lot of breath 
support in combination with the wider, forward directed embouchure.  Although breathy 
sounds are doable on all members of the flute family, there are only two instances of breathy 
sounds in the piccolo part of Elastics II. They are found in the beginning of the third 
movement, shown in Fig. 41. The short improvised passage with breathy sound serves as a 
transition between the explosion of effects in the second movement and the more restricted 
tone palette of the last movement. The last note of the passage, the frulatto F#, is the last note 








There are six examples of multiphonics in the Happy Days, indicated with an “M” 
on the note stem. Each of the multiphonics is played simultaneously with a pitch 
oscillation/trill. The speed or width of this pitch oscillation, or the way to perform it, is not 
indicated. Variations include the addition of voice (5 examples), frulatto (5 examples), molto 
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vibrato (2 examples) and repeated dynamic surges.  Each multiphonic is sustained for the 
duration of 2-5 seconds.  
 The multiphonics are unspecified, so the question is, how to choose which pitches 
to play?  For flutists without much experience playing multiphonics, it is helpful to begin by 
practicing the more than thirty pages of multiphonics exercises found in Robert Dick’s 
method book Tone Development Through Extended Techniques.  These exercises, intended to 
train the embouchure for general purposes, serve as a comprehensive introduction to a variety 
of multiphonics, accompanied by detailed practice tips (2008, pp. 36-59).  
 In order to play a multiphonic, the general technique is to first play both notes 
individually and then find the embouchure position and air pressure speed that accommodate 
both notes. Robert Dick recommends tuning the throat to the weaker pitch (2008, p. 36). 
Offermans (1997, p. 49) recommends 1) finding an appropriate vowel for each pitch 2) 
practicing slurring from one note/vowel to the other and then 3) playing the notes together, 
imagining both notes at the same time, as shown in Fig. 42 below. 
 
Fig. 42. Multiphonics exercise from Wil Offermans’  
   For the contemporary flutist 
 
 I prefer the top to bottom approach: first tongue the upper note, and then, while 
holding the upper note with the upper lip, angle the air stream downward with the lower 
lip/jaw to introduce the lower note or notes.  In this way the top note is heard as melody. 
Sometimes composers however want a more prominent lower note colored by upper “noise,” 
in which case the bottom to top method is preferred.  
 The choice of which multiphonic to use is a complex issue. Multiphonics are not 
emotionally neutral vehicles for conveying specific pitches. There is a lot of timbral variety 
from one multiphonic to another, ranging from ethereal and delicate to loud and crass. Pitch 
content can be diatonic or microtonal, intervals narrow or wide. Theoretically, multiphonics 
can incorporate up to four pitches at once, but it is difficult to guarantee that all pitches will 
sound at once for multiphonics that have more than two pitches. Artaud, Dick and 
Levine/Mitropoulos-Bott’s method books all include multiphonic fingering charts that can be 
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consulted for our experiments with the various options.  I find Levine/Mitropoulos-Bott’s 
multiphonics table (2002, pp.75-137), which classifies the various mutiphonics according to 
pitch, dynamic spectrum and stability, to be the most comprehensive and easy to use.  
 Kampela gives the performer the freedom to decide if he will use different 
multiphonics for the six occurrences of the effect, and if so, which ones. It is desirable to 
choose stable, easily speaking wide interval multiphonics that accommodate a wide dynamic 
range. Because Kampela’s language is microtonal, diatonic multiphonics such as overblown 
harmonics would not be appropriate.  Some examples of stable microtonal interval 
multiphonics are shown in Fig. 43. 
 
                1.    2.    3.    4.    5.    6. 
 
Fig. 43. Multiphonics examples 
 
 Five of these multiphonic fingerings will allow the flutist to perform a pitch 
oscillation at the same time by sliding one finger on and off the open hole while keeping the 
outer rim depressed. The effect is similar to an electric guitar slide. We could also interpret 
the pitch oscillation as a standard fingered trill. Options for finger slide oscillations and 
fingered trills for the multiphonics shown in Fig. 73 are as follows: 
Multiphonic #1: slide the right hand 3rd finger. For a fingered trill, trill the left 
hand 3rd finger. 
Multiphonic #2, 4: slide left hand 4th finger. Fingered trill option: left hand 5th 
finger (#2) or second trill key (#4) 
Multiphonic #3 slide right hand 2nd finger. Fingered trill option: left hand 5th 
finger 
Multiphonic #5: left hand 3rd finger. Fingered trill option: right hand 3rd finger 
  
 The pitch oscillation for the last fingering (#6) is performed by trilling the G key 
with the left hand 3rd finger. 
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 Two of the multiphonics are marked with the word “trill” in addition to the wavy 
line, as in the example shown in Fig. 44. 
 
Fig.44. Multiphonic with vibrato molto, trill, frulatto and crescendo pulses 
 
 In this case it is possible to perform a fingered trill with one finger and a finger 
slide with another while doing the dynamic surges with the air pressure. Using multiphonic #2 
from Fig. 73, slide the left hand 4th finger while trilling the first trill key with the right hand. 
The more firmly the flute is stabilized, the better.  The indication vibrato molto can be 




 There is one lone example of whistle tones in Elastics II, shown in Fig. 45, in the 
Introduction.  This is an atmospheric passage where the flutist improvises delicate whistle 
tones, blending with the timbre that the guitarist creates by scraping a chopstick over the low 
strings.   
 
 
Fig. 45 Whistle tones, Introduction 
! 72!
These whistle tones are high pitched, focused sounds that are produced by turning 
the flute out, blowing very steadily across the embouchure hole, using very little air and a 
minimum of lip tension. The embouchure shape should be wider than it is for the normal flute 
tone. It helps to drop the jaw a bit to create more vertical space and to shift the entire 
embouchure forward a bit, pushing the flute slightly forward to maintain the minimum of 
pressure between the embouchure and the flute.  Offermans recommends varying the shape of 
the mouth cavity and the tongue position depending on the register of the whistle tones: for 
low register whistle tones, the vowel sound [ah] will help focus the sound. In the upper 
register, form the vowel [ee] as in ‘tea’ (1997, p. 50).   
Whistle tones need to be practiced regularly as one is often expected to produce 
them at the drop of a hat in the contemporary flute literature. Instructional material and 
exercises for practicing whistle tones are found in Check-Up (Graf, 1991, Exercise #5, 
Whistle Tones p. 16-17), Tone Development Through Extended Techniques (Dick, 2008, 
Exercises #1-3, p. 26-27), and For the contemporary flutist (Offermans, 1997, Etude #6, p. 
20-21).  Additional tips regarding whistle tones are to be found in The Other Flute (Dick, 
1989, p.142-143), The Techniques of Flute Playing (Levine and Mitropoulos-Bott, 2003, p. 
15-16) and Present Day Flutes (Artaud, 1996, p. 120-121). 
 
 There are two ways to produce the whistle tones in the example shown in Fig. 45:   
1. Finger individual notes from the high register ad libitum and play them fairly 
rapidly, following the general contour indicated in the score.  
2. Finger a low register note and play a rapid glissando over the harmonic series 
by modifying the embouchure/shape of the mouth/tongue position.  Artaud refers 








Category 3: Vocal effects: singing while playing, spoken consonants and vowels 
 In Elastics II, the emotional intensity is concentrated in the central movement, 
with more abstract material to be found in the outer movements.  It is the addition of the voice 
in the second movement that gives it this more direct, human, quality.  The second movement 
is also the only movement to include character indications, which enhance its expressive 
nature. The spoken vocal effects are nonsense syllables, without any semantic content.  
However, the fact that the vocalizations depart strikingly and unexpectedly from conventional 
flute playing amplifies the theatrical experience.   
“With voice” 
  
The indication “with voice” signifies singing and playing at the same time, or 
rather, activating the vocal chords in the throat while blowing in the front of the mouth. There 
are 16 occurrences of the “with voice” technique, which functions as a color effect that 
distorts or adds another timbral layer to the flute sound. In Kampela’s score, it is often 
employed in combination with other color effects such as frulatto, vibrato molto or breathy 
sound. Recurring patterns of voice combined with specific figures include: glissandi with 
voice (x3), tremolo glissandi with voice (x3), double trill/rotating around a pitch, with voice 
(x3), multiphonics with voice (x3), double tonguing with voice (x2) and articulated passages 
with voice (x2).  
 As Kampela simply writes “with voice” without other indications, the pitch and 
octave of the sung note as well as the proportion of voice to flute sound is left to the 
performer’s discretion. It would however accentuate the programmatic aspect of Happy Days 
of a story told from the point of view of a female protagonist to sing and speak in the soprano 
or falsetto range if possible. 
 In the passage shown in Fig. 45, the flutist may choose to ‘rotate’ the voice at the 
same time as the fingered pitches to accentuate the nervous quality. In the passage shown in 
Fig. 46, there is the option of achieving a more complex multiphonic by singing an additional 
pitch.  
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       Fig. 45. Page 7, line 4        Fig. 46. Page 3, line 6. 
  Ad lib pitch rotation + voice       Multiphonic + voice + frulatto 
 
 In general, it is important to keep in mind that when singing and playing at the 
same time, neither the sung part nor the blown flute sound will be as focused as it would be if 
one were just singing or playing. Levine recommends thinking of the sung portion as a 
“vocalized, airy sigh” while relaxing the neck muscles and blowing with significant air 
pressure in the front of the mouth (2002, p. 20). This will help to avoid vocal strain. Useful 
exercises with practice tips for singing and playing are found in the resources Tone 
Development through Extended Techniques (Dick, 2008, “Throat tuning”, pp. 9-13), Check-
up (Graf, Exercise #6, pp. 18-19), For the Contemporary Flutist (Offermans, Etudes #7 and 8, 
pp. 22-25 and 52-53), and Papierblüten (Gasser, Exercise #10, p. 15).   
 
Spoken consonants and vowels 
 There are 35 instances of single spoken consonants or vowels in Happy Days. 
Voiced sounds include the falsetto sounds [i], [r], and [u], the sounds [á] and [v], and the 
sounds “ha” (marked “surprised”) and “ah”, which are spoken while inhaling. The sounds 
“click tongue” and [s...s] are unvoiced. The remaining sound, [p], can be voiced or whispered. 
The vowel sounds are sometimes pronounced in Portuguese, sometimes in English. The 








Isolated vowels or consonants 


















2  µƒ  (1), no dynamic 








 ƒ  accented “clear” 





(a) ----  á!
(apple - father) 




(ů, as in foot) 
1  no dynamic   
[i] falsetto 
(as in equal) 
10  ßƒ# (2), accented (1),  
µƒ  “seco” (1), ƒ  (1), 
no dynamic (5) 
 
[s555s] 1 Accented πππ < ßƒƒƒ# Anticipated by 
grace note 
[v] 5  “Seco” (1),    
ƒ  accented (1),   
ßƒƒ# poss.,  
“seco” accented (1), 




3 With frulatto 
(2), without (1) 
  µƒ  (1),  





[p] 1  Accented, “seco”  
click tongue [∑] 2    
 
Fig. 47. Table of single spoken vowels and consonants 
 
 Kampela tends to separate the ‘spoken part’ from the ‘flute part’ by using split 
beaming, as in the excerpt shown in Fig. 48. The spoken part, notated below the horizontal 
beam, emerges as a polyphonic voice or character in contrast to the flute part, notated as the 
upper voice.  In this excerpt, the “with voice” sung effect is notated as part of the compound 




Fig. 48.  Page 2, line 2 
 
 In the following three excerpts, two key clicks and a single vowel combine to 
form a recurring compound object. As we see in the three examples shown in Fig. 49, this 
motive undergoes variation as it recurs.     
       
  Page 1, line 2.     Page 1, line 4  
       (intervallic/syllabic variation) 
 
 
Page 2, line 4 (intervallic/syllabic variation, introduces other material) 
 




Spoken consonant groups 
  
 There are 58 occurrences of spoken consonant groups in Happy Days. As we see 
in the table in Fig. 50, there is a lot of variety in the choice of consonants and the manner in 






















Fig. 50. Table of consonant groups, statistics 
 
 The most common examples (46/58) are combinations of the percussive syllables 
[S K TX K PX X ∑ P TS V]. Most of the consonant groups are spoken alone, without 
blowing into the flute, as in the following example, shown in Fig. 51.  In the majority of 
cases, Kampela does not indicate whether the text is to be whispered or voiced.  
Consonant groups: 58 occurrences 
Combinations of [S K TX K PX X ∑ P TS V]: 46 
“Like a drum” consonant groups: 6  
Speaking only (without blowing into flute): 44 
With notated pitches: 7 
With unspecified ad lib pitches: 4 
With key clicks: 5 
Voice indications: falsetto (3), low voice (1), mixed high-low voice (1) 
Improvised ad lib sections: 6 
With accelerando (4) 
Spoken without voice (1) 
 
Recurring patterns  
TX K TX K (7)  
“R-s-s” (6) 
S K TX K (5) 
P ∑ TX K (2) 
V T K S (2) 
T K T K (2) 
S K T K (2) 
V TS K (falsetto) (2) 
TX K (5) 
D G D G (4) 
D G D G TX (2) 
Observations:  
[X] is pronounced [tʃ], as in choose. [TX] is similar, but more explosive, as in 
catch. 
[∑] is a click consonant, similar to the sound used to spur on a horse. 
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Fig. 51.  Accelerating spoken consonant group 
 
 In the following excerpt, Kampela indicates that the voice is to be “breathy,” or 
half-voiced.  The improvised consonants, marked with the expressive indication “fast, 
sin[i]ster, mad!” are punctuated by emphatic interjections from the flute part. 
 
 
Fig. 52. Excerpt with improvised consonant groups 
 
 Levine and Mitropoulos-Bott recommend that the performer use the resonance of 
the flute to amplify the volume of the spoken text when speaking or whispering over the 
embouchure hole: 
 
While speaking, it is important that the flutist not only articulate the requested sound 
or syllable, but always provide enough air to create a resonance in the flute.  This is 
particularly important for voiced speaking and for this reason, the interior of the 
mouth should remain open.  The syllable/speech action should always be 
accompanied by a strong air stream (2002, p. 37). 
 In order to achieve this resonance, the flutist angles the air stream so that it barely 
touches the outer edge of the embouchure hole while speaking or whispering the text. The 
spoken text will therefore be accompanied by a small amount of pitched air, depending on 
which notes are fingered at the same time. In general, the lower the fingered pitch, the more 
resonant the resulting sound (Levine and Mitropoulos-Bott 2002, p. 37).  Generally speaking, 
in most acoustic environments, it is necessary to use the flute as a resonating body to 
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sufficiently project spoken texts.  However, since Kampela’s piece is amplified, one has the 
option of speaking directly into the microphone, away from the flute. Philippe Hurel’s solo 
piece Éolia pour flûte seule (1982) is similar to Happy Days in that spoken syllables are 
interspersed with flute playing throughout. As we see in the excerpt in Fig. 53, the vocal and 
flute parts are clearly differentiated on two staffs.  
 
Fig. 53.  Philippe Hurel, Éolia pour flûte seule, excerpt 
 Hurel recommends that the flute be amplified with a contact microphone with two 
additional standing microphones for amplifying the voice.  When performing Happy Days, 
the flutist may wish to experiment with different microphone configurations, depending on 
the performance space. The act of speaking into the microphone, away from the flute would 
visually accentuate the separation of the vocal effects from the flute playing, and therefore, 
the polyphonic aspect of the composition.  
 Comparing the two excerpts in Fig. 52-53, we note that while Hurel’s consonants 
are followed by specific vowels, Kampela’s are not.  Levine and Mitropoulos-Bott 
recommend that composers specify vowels after notated consonants in order to achieve 
maximum resonance from the body of the flute (2002, p. 37). In the following excerpt, shown 
in Fig. 54, however, Kampela indicates “seco - consonants only,” meaning that there is to be 
no vowel sound following the percussive attack. This consonant group [T K T K] is also 




Fig. 54. Consonant group [T K T K], seco 
  
 In the following excerpt from Not I, the consonant group [S K TX KA], a figure 
that occurs 5 times in Happy Days as the variant [S K TX K], is whispered, in contrast to the 
vocalized single consonant [ah!].  The flutist may decide to play recurring consonant groups 




Fig. 55. Kampela, Not I (Holographies for French horn), excerpt 
  
 The recurring consonant group [D G D G] and its variations [x g d g] [D G D G 
TX] and [Du gu du ga] are voiced motives that imitate the sound of lower-pitched drums. 
When the composer sang the example shown in Fig. 56, [d g d g], I transcribed the syllables 
as [du gu du gum] in Portuguese, or [dů gů dů gůŋ] in the English phonetic alphabet. The last 
syllable, [gum] was strongly accented. 
 
Fig 56. Drum-like consonant group 
! 81!
 
 This transcription is similar to the consonant grouping found in the following 
fragment from Not I  for solo horn. The grouping in Not I  uses the [t] sound instead of the 
[d], but otherwise, it is identical to Kampela’s sung version of the [d g d g] fragment from 
Hapy Days. Note that the last syllable [gum] is marked with an accent. 
 
 
Fig. 57. Not I (Holographies for French horn), fragment 
 
 I would therefore suggest that the consonant grouping marked [D G D G] be 
pronounced in Portuguese as [du gu du gum], or [dů gů dů gůŋ] in the English phonetic 
alphabet. 
 The following two examples, in Fig. 58-59, include notated vowels after the 
consonants. One ends in a falsetto glissando and the other is a series of improvised voiced 
syllables alternating between low and high pitched voice, combined with key clicks.  
 
Fig. 58. Drum like motive, with falsetto glissando 
 
 
Fig. 59. Improvised voiced syllables 
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 The recurring consonant group [R – S – S], which appears for the first time in the 
introduction, is illustrated in Fig. 60. All seven instances of this motive are accompanied by a 
crescendo/diminuendo swell and end in a grace note. The motive, with its recurring 
parameters, acquires the status of a sound object. In the following example, the motive is 
combined with frulatto. 
 
Fig. 60. Consonant group [R – S – S] 
 
 At other times, the consonant motive is spoken at the same time that the flutist 
produces a breathy flute sound, as in the following example in Fig. 61. In this passage, the 
flutist plays the breathy sounding B– and then, while continuing to blow, turns the flute 
inward to cover the embouchure hole, introducing first the rolled [R] frulatto sound and then 
the sibilant [S]. It is important to increase the air pressure while pronouncing the consonant 
sounds for improved projection and intensity.  
 
Fig. 61. [R – S – S] with indicated fingered pitch. 
 
 There are several other consonant group passages that are to be articulated while 
playing specific pitches, as in the example in Fig. 62.  Regarding this type of effect, Kampela 




“T, K, T, S, TU-KU-TU, click tonguing, etc. are CONSONANT sounds done 
inside or outside the instrument according to the score. These consonants should be 




Fig 62. [S K T K] with notated pitches 
  
 In Happy Days, the pitches are not always specified. Certain passages, such as the 
examples shown in Fig. 63, require that the flutist improvise the pitches. In the second 
example, key clicks accentuate the percussive character of the motive. 
 
    
 
Fig. 63. Consonant group with unspecified pitches (2 examples) 
 
 
Category 4: Percussive effects 
 
Key clicks 
 Key clicks, tongue ram, and the previously discussed double tonguing and spoken 
consonants constitute the percussive effects used in Elastics II. While key clicks are present in 
the first and second movement, tongue ram is found only in the second movement/Happy 
Days. There are two types of key clicks found in Elastics II, both of which are notated using 
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the standard x-shaped note head:  1) key clicks produced while blowing (key clicks plus 
sound) and 2) key clicks produced just with the fingers (key clicks alone).  Usually there is a 
specific pitch that accompanies the key click, but there are also some instances of unspecified, 
improvised key clicks in the second movement.  Generally, key clicks are more effective on 
the larger members of the flute family; key clicks will generate more noise on the alto flute 
than on the C flute or piccolo. That being said, there are only seven instances of key clicks in 
the alto flute part of Elastics II.  In the second movement, which is for C flute, there are over 
60 occurrences of key clicks. Kampela has wisely excluded percussive key clicks when 
writing for the piccolo, as they are not effective due to the smaller key diameter.   
 In general, before performing a solo key click, one prepares the fingering and then 
slap one or more keys down16 to activate the air column without blowing at the same time. 
Normally, hitting the G key with the left hand fourth finger creates the most resonance on the 
majority of notes (Debost, 2001, p. 153).  The fingering combinations that work best for solo 
key clicks are the same as for key clicks with sound. Bledsoe recommends opening the throat 
and the mouth to create an added “resonance chamber.”  
 Pierre-Yves Artaud’s comprehensive table of key percussion fingerings details the 
various options that produce audible pitch on notes in the range of B1 to A2  (1995, pp. 114-
115).  Many composers are not aware that key clicks written for fingered notes higher than 
the medium register A do not produce the notated pitch (1995, p. 112). Happily, all of 
Kampela’s key clicks in Elastics II conform to this rule. While the majority of the key clicks 
in Elastics II are of the ‘key clicks alone’ variety, they are also used in combination with 
breathy and focused sound, with breathy sound and spoken consonants, while performing 
trills, and with frulatto.  Examples of some of these variations are shown in Fig. 64-67. 
 
 




16 Levine and Mitropoulos-Bott refer to this as the “helping finger(s)” (2002, p. 26). 
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Fig. 65. Improvised key clicks interspersed with breathy sound + key clicks (unspecified 
fingerings), second movement 
 
 
Fig. 66. Unspecified ad lib key clicks, key clicks + normal sound, second movement 
 
 
Fig. 67. Key clicks, breathy sound and spoken consonants, second movement 
 
 Throughout the flute repertoire, key clicks are often difficult or impossible to 
hear, depending on the acoustics of the performing space.  The fact that Elastics II is 
amplified improves matters. The flutist will not need to hit the keys quite so vehemently as he 
would without amplification. Bringing the hands closer to the microphone while performing 
the key clicks will make them more audible. Kampela has said that the solo key clicks can 
also be strengthened with the addition of a tongue or lip pizzicato if desired.  Bledsoe’s 
colorful description of the lip/tongue pizzicato technique, from her handbook, Some Basics of 




 To get a good POP for a pizzicato, think about creating a bubble in your mouth. 
Close off your air passage from behind and front, compress the trapped air, and then 
release it: pop! To block the air from the back, raise the back of the tongue as if you 
are beginning to swallow. To block the air from the front, you can have the tongue 
between the lips, or tongue on the palate.  
 
 The tongue is then drawn back forcefully from the palate or from between the 
lips. Flutists can experiment with placement of the flute on the lip to find the most resonant 




 There are two examples of tongue stops17 in the second movement. In the 
example shown in Fig. 39, the tongue stop is followed by a click tongue, forming a pair of 
contrasting percussive sounds at the beginning of a longer phrase.  
 
 
Fig. 68. Click tongue/Tongue stop combination 
 
 In the performance notes to “…B…”, Kampela provides the following description 
of the technique, which in this case he refers to as tongue ram: “Interrupt the air column 
abruptly with the tongue. Cover the embouchure with your mouth/lips. The result should be a 
clear and relatively loud "explosive" and/or percussive thud/noise.”  Because the embouchure 
hole is sealed off, the resulting pitch will be a major seventh below the notated pitch.  In the 
following excerpt, the lower tessitura of the tongue stop creates a sense of finality at the end 
of the phrase, acting like an emphatic bass pizzicato following the downward glissando. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
17 This technique is usually referred to as “tongue ram” in the contemporary flute literature.    
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Fig. 69. Tongue stop following downward glissando. 
  
 Levine and Mitropoulos/Bott describe three ways that the tongue can be used to 
interrupt the air column. (2002, p. 28)  All three movements of the tongue must be 
accompanied by a strong abdominal thrust: 
 
1. The tongue is thrust rapidly against the roof of the mouth, pronouncing the sound 
“[hut].” 
2. The tongue is thrust into the embouchure hole. 
3. While inhaling vigorously, the tongue is propelled backwards against the roof of 
the mouth.  
 
Mats Moeller advocates an additional variation, namely stopping the tongue against the teeth 
(Moeller, 2005, p. 6). 
 
 




 There are three examples of jet whistles found in the second movement/Happy 
Days. They are short, vigorous and marked with a crescendo. The first two jet whistles occur 
fairly close together on page 2, and then there are no more until the last page of the piece, 
where the effect is combined with key clicks. 
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Fig. 70. Two jet whistles, p.2 
 
To perform this type of fingered, ascending jet whistle, the flutist fingers the 
lower note, covers the embouchure plate (not just the hole) completely with the lips and blows 
a sharp blast of air through the flute. At the end of the jet whistle, the peak of the air, one 
changes to the upper note indicated B2 and G1, respectively. The action of lifting the fingers 
of the right hand will enhance the upward direction.   
  Levine and Mitropoulos-Bott recommend changing from the phonetic symbol 
[ho] to [çi] inside the mouth (2002, p. 17) while performing an ascending jet whistle. This 
action, combined with a slight outward rotation of the flute, will produce the upward change 
in pitch that Kampela requests.  It is essential to seal the flute embouchure hole off as 
completely as possible for maximum effect.  
 The third jet whistle, a compound effect that combines a jet whistle with key 
clicks, poses a dilemma.  If one fingers the low C throughout the jet whistle, there will be no 
remaining fingers free to perform the key clicks. I would suggest fingering the low C initially 
and then immediately shift to the G fingering, rattling the right hand fingers while performing 
the jet whistle. 18 
 
Fig. 71. Jet whistle with key clicks, p. 9 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
18 I am grateful to flutists Eric Lamb and Helen Bledsoe for their collective advice on this matter. 
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Playing on the head joint alone: the “crying effect” 
  
 This technique is reserved for the very end of the second movement/Happy Days, 
for dramatic effect. In the solo version, the “crying effect” depicts the despair of the 
protagonist as she finally realizes that she is about to suffocate. The effect, shown in the 
second line of Fig. 72, is an ad lib improvisation performed on the head joint alone, consisting 
of a combination of “breathy pitch, trills, and tremolos, with pitches from the “crying effect”. 
The easiest way to produce the fluctuations in pitch is to slide the index finger in and out of 
the head joint, following the contours of the graphically notated jagged line. The resulting 
sound is similar to that of a slide whistle.  It is also possible to alter the pitch by flattening the 
hand and shaking/wobbling it around near the end of the head joint, or by placing the hand 
flat over the end of head joint and rotating the wrist.19  The flutist improvises spoken 
consonants while removing the head joint from the flute in order to maintain dramatic 
continuity before the crying effect.  In the duo version, the flutist must change quickly to 










19 The method book Das Pars-pro-Toto Spiel by Andreas Mazur (Zimmerman, 2003) explores sounds produced 
by playing on the various parts of the flute, including the head joint. 
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2.2 b) Compound effects/sound objects 
 As we have seen, certain timbral effects tend to be combined with others to 
become compound effects, which are additionally characterized by such parameters as 
articulation, dynamics, contour and duration. In Happy Days, the multiphonic effect for 
example occurs simultaneously with pitch oscillation, voice and frulatto to become a noisy, 
recurring sound object, a block of tone color that is in itself agitated, but functions as a point 
of arrival due to the fact that it is always sustained for the duration of two to five seconds.  
The percussive ‘double tonguing’ technique is often accompanied by the ‘breathy sound’ 
indication. These juxtaposed sound objects interlap and permutate in what Kampela refers to 
as a process of  “constant interruption: the collision of many possible “routes” of musical 
presentation rather than the development of a linear discourse” (2002, p. 173).20  
 In the beginning of Happy Days, Kampela introduces 11 distinct sound objects, 
marked in the example in Fig. 73.   
 
Fig. 73. Sound objects, Happy Days, beginning to rehearsal #2 
The objects can be described as follows: 
A) Breathy sound, rapidly repeated note 
B) Three-note descending motive: two grace notes cresc. to accented eighth note 
C) 4-note breathy double tongued motive, with key clicks 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
20 Kampela is referring here to compositional processes in his string quartet, Uma Faca Só Lâmina. The 
description is apt for his treatment of musical objects in general. 
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D) Compound object: R-S-S flutter tonguing to consonant sound, performed inside 
the flute, accompanied by cresc. - decresc.21 
E) 5-note motive: 3 repeated notes (A2), leap to A+3, leap down to E2 
F) 4-note motive: 3 breathy sound notes + key clicks, two grace notes slurred, leap to 
C≠3 
G) Compound object: two key clicks (G -D#)  + voiced consonant (“i” falsetto), forte 
H) Double tongue + voice [F2 F2 D2 D2 D2] 
I) Glissando (up) B3, frulatto + voice, cresc. 
J) Tremolo glissando upwards, with breathy sound and key click on the 1st note 
K) 8 ascending grace notes, cresc. to four note decelerating figure, dim. 
 This exposition closes with a repetition of the first object A (‘breathy 
sound/rapidly repeated note’), varied by the addition of a glissando and sfz – decresc. – µπ 
marking.   
 Kampela serializes these 11 objects, as well as new objects as they occur, over the 
course of the piece in a continuous process of variation.  Between #2 and #3 (which as we 
recall are Kampela’s indications of the electronic sound samples), the objects I, J, K and E 
reappear with the following modifications: 
I) The motive is transposed up a minor 3rd, with frulatto only (without voice) 
J) The motive is transposed down a minor 2nd. The interval of the tremolo is 
diminished to a minor 3rd 
K) The motive is compressed to a 5-note grace note group followed by a 3-note 
decelerating figure, with different contour and pitches 
E) The motive is expanded and extended with the addition of percussive double 
tonguing on the first two notes 
 Additionally, a new object, L, is added to the mix. The compound effect is 
comprised of a microtonal trill with vibrato molto, frulatto and voice, marked with a 
crescendo to sfz.   
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
21 The objects A and D are present in the introduction to Elastics II as well, anticipating the sound world of the 
second movement in the beginning of the piece as a whole. 
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Figure 74. Happy Days, #2 to #3 
 Between #3 and #4, two new objects (M and N) are introduced, with variations of 
objects G, E, I, K and L. Kampela has cut object K in half and varied the second part of the 
original motive. Objects E and I have fused together to become a new object.  Over the course 
of the piece, Kampela creates longer gestures comprised of dissimilar sound objects that have 
been glued together, collage-like.  This heterogeneous material is juxtaposed with more 
homogenous material. In the following passage in Fig. 75, the long flutter tongued gesture 
functions as a type of ‘sound event’ in contrast to the fragmented gesture that follows it. 
 
Fig. 75. Contrasting homogenous and heterogeneous gestures 
 Other recurring homogenous gestures include long slurred or articulated passages 
and percussive timbral blocks, as in the examples shown in Fig. 76-77. The longer segments 
provide a sensation of release, relieving the informational overload created by the more 
fragmented material.  
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Figure 76. Long articulated gesture 
 
Fig. 77. Percussive gesture followed by contrasting long slurred gesture 
 Kampela’s aim is to create what he refers to as a “sculptural perceptive 
experience” for the listener through the manipulation of contrasting material. The individual 
cells interact with and react to each other in a dynamic, regenerative process.  The flutist 
should emphasize the dramatic aspect of the multiplicity of timbres, dynamics and sound 
sources in the score, reacting spontaneously to the ever-changing material. The performer 
should give the impression that he is improvising, emphasizing the unpredictable aspect of the 
composition.  Extra emphasis should be given to new material as it appears. The ‘suffocating’ 
quality created by the way that the contrasting fragments are piled up on top of each other 
should be accentuated, in contrast to the momentary relief provided by the more uniform, 
linear material.  Special attention should be paid to the larger rhythms created by gestures of 
varying lengths. 
 2.2 c) Organizing practicing at the gestural level 
 In order to analyze the types of gestures found in the second movement, I color 
coded them by type and then made a series of tables of the individual (simple) and compound 
(complex) effects. It occurred to me while looking at the colorful score that color-coding 
could be a useful tool for developing a methodical practicing schedule.   When confronted 
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with a large, complex score with a multitude of information, the performer is often 
overwhelmed by the immensity of the task. Many players tend to practice chronologically, 
page by page, wondering how they will ever possibly make it to the end of the score. A more 
efficient way to practice is to isolate similar material as it appears throughout the entire score, 
and practice each type of material, one at a time. Each type of gesture is color-coded and then 
all of the examples of each type are practiced, one after the other, until the end of the piece.  
 In the first three examples of the gesture identified as “breathy sound, rapidly 
repeated note,” shown in Fig. 78-80, there are subtle differences in dynamic markings, 
glissando indications, the presence or absence of a rallantando, and the duration of the 
gesture.  Practicing the gestures one after the other will ensure that these nuances will not be 
overlooked when they are played in context.  
 
 
Fig. 78.  Breathy sound, rapidly repeated note, line 1 p. 1 (F\ 1) 
 
Fig. 79. Breathy sound, rapidly repeated note, line 3 p. 1,  
with glissando, diminuendo and rallantando (F#1). 
 
 
Fig. 80. Breathy sound, rapidly repeated note, F#1, p. 5, with glissando and diminuendo 
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 Having mastered this type of gesture, the flutist can then practice the various 
difficult microtonal trills, for example, recording the progress made in a practice journal. 
After the individual types of gestures have been practiced in a calm and focused way, they 
can be put together in sequence. This method of ‘dividing and conquering’ the material helps 
to minimize the anxiety triggered by a difficult score.  
 
2.2 d) Brazilian contemporaries 
  
 We have established that Kampela has certain aesthetic and technical common 
ground with the European based New Complexity composers.  There are, however, various 
Brazilian composers who, like Kampela, employ a dense concentration of extended 
techniques in their flute writing as well. In the following excerpt from Silvio Ferraz’ Les 
silences d’un étrange jardin (1994), shown in Fig. 81, the techniques include frullato, tongue 









22 Cássia Carrascoza Bomfim’s Masters thesis, A flauta solista na música contemporIanea brasileira: três 
propostas de análise técnico-interpretativas (University of São Paulo, 2009), analyzes this work in depth.  
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 In Marcos Balter’s virtuosic solo flute piece, Descent from Parnassus for 
amplified flute and reverb (2002), the flutist recites a text by Dante Alighieri throughout, 
while playing very difficult flute passagework. Flutist Claire Chase notes that this technique 
is “a physically impossible act, but the effort to achieve it produces fascinating results.” 23  
Since there is no place to breathe throughout the entire piece, the flutist needs to find his or 
her own strategies for what flutist Claire Chase calls “choking management.”  Chase resolves 
this problem by inhaling the spoken texts rather than exhaling them. The comparison to 
Happy Days, a portrait of extended techniques-induced suffocation, is striking. The following 
excerpt, shown in Figure 82, shows the general technical features of Balter’s piece. The 1 - 3 
indication notated above the staff indicates overblown harmonics, from lowest to highest 
partials. The flute line, with its variety of timbral techniques (frulatto, Aeolian sound, key 
clicks, tongue ram, etc.) played at a rapid tempo, would be difficult enough without the vocal 
line, which distinguishes between three styles of declamation: breathy speech (rectangular 
note heads), breathier speech (hollowed rectangular note heads), and focused, crisp dictation 




Figure 82. Marcos Balter, Descent from Parnassus 
 for amplified flute and reverb (2002), fragment 
 
 Other examples of solo flute pieces written by Kampela’s contemporaries that use 
extended techniques extensively, but with less density than in the pieces by Ferraz and Balter, 
are Entrelinhas by Rodrigo Lima (2013), Guttur by Alexandre Lunsqui (2014), Abesana by 
Paulo Rios Filho (2012), and Chronos II by Roberto Victório (1993). Although all of these 
composers have an extended view or treatment of the flute, there is a lot of variety in the way 




23 From the blog of the International Contemporary Ensemble, Jan. 5, 2012. http://iceorg.org/blog/2012/01 
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 In Elastics II, Kampela transforms the extended sound pallet over the course of 
the three movements for structural purposes. The more restricted sound pallet of the first 
movement gives way to a kaleidoscopic explosion of techniques in the second movement, 
where the introduction of vocal techniques creates a flute/percussion/vocal hybrid instrument. 
The whirling, bird-like techniques chosen in the third movement – frequent trills, flutter 
tonguing, rapidly articulated passages, all played on the piccolo – underpin the motif of the 
shattering glass and build tension to the end of the piece.  
 As we will see in the next chapter, Kampela uses a flexible approach to rhythmic 
notation over the course of Elastics II that is linked to his use of extended techniques. 
! 98!
Chapter 3. Rhythmic diversity in Elastics II 
 
3.1 Rhythmic Notation in Elastics II: The ergonomics of time 
 
 Rhythm, for Arthur Kampela, is the stuff of life, “a “living” organism that 
“breathes” according to its own pulsation” (Kampela, 1998, p. 2). The unrelenting rhythmic 
drive at the inner pulsating level of Kampela’s music creates a cumulative, self-renewing 
energy. The impression on the listener is that of a driving inner subdivision which is cut by 
complex syncopation, forming a series of gestures. These gestures, constantly contracting and 
elongating, have an organic elasticity, bound together by a constant inner subdivision.  
 Over the course of Elastics II Kampela uses three distinct styles of rhythmic 
notation. In the first movement, an unmetered, loosely notated introduction precedes the main 
body of the movement, wherein complex, nested rhythms are notated precisely, using 
Kampela’s compositional theory of micro-metric modulation. The notation of the second 
movement features loosely specified, unmetered rhythms. The coordination of the separate 
flute and guitar parts is also unspecified. The third movement features mostly graphic 
proportional notation, mixed together with the freer type of notation found in the previous 
movement and some improvisation.  
 Kampela’s use of different rhythmic notational styles throughout Elastics II is 
related to his vision of the pacing and over-all arc of the piece. The employment of various 
styles of notation grew from the composer’s desire to “experiment with different graphics to 
address similar gesturalities," thus creating a "rhythmic paradigm.”1 The constraints of the 
first movement, with its precisely notated rhythms, carefully coordinated details, rhythmic 
unisons and calculated effects, create a sense of tension which is released in the more freely 
notated second movement. Kampela refers to this release as a sonic and metaphorical 
explosion, the central metaphor of the piece. Here, the notation allows the performers more 
individual expressive freedom due to the fact that they are liberated from the need to 
coordinate their actions. At the same time, the ergonomic demands of the dense technical 
language play a role in the rhythmic outcome. In the third movement, Kampela brings the 
players back to the temporal dimension, using varied notational styles including proportional 
notation, freer notation similar to that of the second movement, and improvisation in order to 
carefully control and maintain tension leading to the climax of the piece.  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 These quotes are taken from the author’s interview with the composer from January, 2012. The complete 
interview is included in the Appendix.  
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 The following discussion addresses the nuances of Kampela’s various types of 
rhythmic notation and its performance implications. 
 
3.2 The first movement  
 
 The first movement opens with an unmetered introduction. Although Kampela 
gives no indication of tempo or specific rhythms, the notation is somewhat spatial in that there 
is a proportional relationship between durations of individual gestures and the horizontal 
distance on the page. Points of coordination between the alto flute and guitar are indicated 




Fig. 1b, Elastics II, first movement, introduction 
  
 The effect is of suspended time, of a large fermata preceding the vigorous energy 
of the precisely notated complex rhythms that pervade the rest of the movement.  In the 
remainder of the first movement, the combination of nested rhythms, shifting meters and 
apparently irrational metronome markings throughout the movement results in an intimidating 
score. Before we start to practice, we must understand the rhythm intellectually, away from 
the instrument.  This will involve a certain amount of calculation, which will now be 
discussed in detail. 
 In the first two measures of the first movement, shown in Fig. 1, the flute and 
guitar play in rhythmic unison. Kampela uses nested rhythms, divided into two-level ratios to 





Fig. 1b, Elastics II, first movement, m.1 
 
 The first beat of the first measure contains a nested rhythm comprised of two 
ratios. Kampela refers to the two ratios as the “two levels of subdivision.” In the first level of 
subdivision (the top ratio, or outer bracket), there are three eighth notes in the time of 4 
sixteenth notes (one quarter note). The second level of subdivision (the bottom ratio, or inner 
bracket), the “faster stream,” consists of three faster beats of three sixteenth notes in the time 
of two sixteenth notes. 
 
 
Fig. 2. First beat, measure one 
  
 Dr. Graziela Bortz has pointed out that it is sometimes easier to understand 
apparently complex rhythms if we rewrite them using larger rhythmic units (p. 72).  In 
measures 1-2, shown in Fig. 1-2, the quarter note is subdivided into eighth note triplets at the 
first level of subdivision. If we multiply M.M. q  = 72 x 3, we get the speed of the eighth note 
triple, M.M.  Í =  216.  We could rewrite the first measure as a 6/4 bar and the second 
measure as a 9/4 bar, translating the pulse to %= M.M. 216. This eliminates the nested rhythms 





Fig. 3. Elastics II, m. 1-2, flute part, simplified version 
 
 In measure 3, shown in Fig. 4, the subdivided pulse is slower. Whereas the quarter 
note was previously subdivided into three eighth notes, the half note is now subdivided into 
three quarter notes.  
 
 
Fig. 4. Elastics II, m. 3, flute part 
 
 We could continue with the quarter note (M.M. 72) as our pulse, beating the 
three-against-two cross rhythm as it is notated in the score. However, as Dr. Bortz points out, 
it will facilitate (2002, p. 28) practicing if we calculate the new metronome marking of the 
sub-ratio (the second-level ratio of 5:4, i.e the speed of the quarter note) in the nested rhythm. 
There will then be 6 “new” quarter note pulses. 
 
First we calculate the speed of the first level ratio (3:2, i.e. the speed of the half note): 
 72 ÷ 2 = 36 = h 
and then multiply by 3 to calculate the quarter note triplet subdivision: 
 36 x 3 = 108  
The "new" quarter note pulse of the bottom ratio is therefore M.M. Œ = 108.  
  
 At this point, we would probably get a more accurate end result practicing with 
the new metronome marking than if we had tried to practice while feeling the three-against-
two cross rhythm.  Helen Bledsoe recommends this method of recalculating the polyrhythms 
found in Ferneyhough’s music for practicing purposes. The idea is to memorize the individual 
speeds within complex rhythmic “area[s] of activity” ! and then relate these smaller parts 
musically to the larger rhythmic structures. Bledsoe concludes, “When you finally put the 
! 102!
piece together, your “internal conductor” will hopefully have a kinesthetic memory of the 
pulse of each measure and make the tempo changes accordingly” (Bledsoe, 2010). 
 In any case, we want to simplify our practicing as much as possible. We first 
remove the cognitive difficulty of understanding and counting out a complex rhythm in order 
to concentrate on the kinetic, physical task of practicing a difficult, fast passage.  
 We could simplify the third measure further still, rewriting it as a 6/4 measure 
with the slower metronome marking: 
 
 
Fig. 5. m. 3, simplified version 
 
  One could argue that Kampela's notation of the first three measures is 
unnecessarily complex. He could have avoided the nested rhythms entirely, substituting larger 
rhythmic values, shifting meters and tempi in order to make the passage more readable. 
However, the logic of his notation becomes more apparent further into the piece as the 
rhythms become more irregular and Kampela's notational system of micro-metric modulation 
comes to the fore.  
 
3.2 a) Micro-Metric Modulation 
  
 In the abstract to his lecture entitled "Timbre ergonomics and Micro-Metric 
Modulation: a compositional assessment" (Ircam, Paris, 2013), Kampela provided the 
following description of his rhythmic theory: 
 
The Micro-Metric Modulation (MMM) is a theoretical (and musical) tool… to bridge 
rhythms that exhibit complex surface configurations (ratios with many levels 
subratios) through common denominator’s speed. As an extension of Cowell and 
Carter’s rhythmic practice the MMM broadens and deepens the concept for 
connecting rhythms between non-equivalent metric figures at the level of subsurface 
ratios…this theory “inverts or suspends” momentarily the usual model of 
counting/beating rhythm (having the Metronome as basic referential) to rely on the 
inner (or subsurface) characteristics of rhythmic subratios that acquire the momentary 
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status of referential speed. This has practical applications for the compositional and 
performance aspects of music making, the MMM theory serving as a kind of 
“compositional sieve” where effects and gestures negotiate their performability, 
therefore acquiring a functional identity and avoiding the mere superimposition of 
unrelated compositional aspects and materials.” 2 
  
 Micro-metric modulation (M.M.M.) is Kampela’s system of notating complex 
rhythms, which he views as a continuation of the work of composers Henry Cowell and 
Elliott Carter. In Carter’s metric modulation, new meters are prepared in advance, as 
“translations” of previous ones (Griffiths, 2011, p. 62).  In the case of two rhythmic patterns 
which are unrelated, or rather “related by complex ratios” (Bernard, 1988, p. 166), Carter uses 
a transformative process that “gradually produces the second pattern from the first” (Bernard, 
1988, p. 166). 
 In mm. 30-31 of his solo flute piece, Scrivo in Vento, shown in Fig. 6, Carter uses 
a common denominator subdivision eighth-note pulse between the two measures to help the 
flutist produce the different rhythmic patterns. The time signature changes from 4/4 to 9/8 and 
then back again over the course of the three bars. Although the constant eighth note 
subdivision would seem to imply a smooth transition from one measure to the next, the effect 




Fig. 6. Elliott Carter, Scrivo in Vento (1991), mm. 27-34 
 
In the following example, from Carter’s Enchanted Preludes for flute and cello, the composer 
uses metric modulation to effect a series of speed changes. Here, Carter indicates the 
metronome speed changes in addition to the transformed beat divisions.  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!




Fig. 7. Elliott Carter, Enchanted Preludes for flute and cello (1988), mm. 24-26 
 
 Kampela’s micro-metric modulation technique, like Carter’s, uses common 
denominator speeds to modulate from one apparently unrelated pulse or metronome marking 
to another. The difference is that Kampela employs nested rhythms divided into two or more 
ratio levels and Carter does not. The common denominator speed in Kampela’s music is 
generally found at the inner level, or smallest rhythmic subdivision of the ratio within the 
nested rhythm, at the ‘micro’ level. 
 In the preface to Kampela’s ensemble piece “…B…” (2012, p. 2), he provides a 
brief overview of MMM, including the following example: 
 
 
Fig. 8. Kampela’s example of micro-metric modulation, preface to “…B…” 
 
 In this excerpt, the common denominator speed between ratios is the sixteenth 
note at the second level of subdivision. Note that Kampela uses the phrase “commutative 
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swaps”. He is alluding to his use of the algebraic commutative property (ab=ba) to express 
equivalent speeds between ratios.  The commutative property states that the order of factors in 
an operation does not affect its outcome. Dr. Bortz provides a clear and detailed explanation 
of the nuances of Kampela’s theory and its musical application in chapter 5 of her dissertation 
(2003, 99. 76-95).  As she explains, we can express the two nested rhythms in the above 
example as fractions, where [5:4 – 3:2] translates mathematically to the fractions !!! and 
!
!!. If 
we multiply the fractions together, the resulting fraction is !!"!. In the second beat, the ratios 
[6:4 – 5:4] translate into the fractions !! and 
!




!!. Multiplying the two 




!"!.  Musically, this resulting fraction represents 
!
!"! of the 
new metronome marking of the inner ratio.  As !!"!!= 
!
!"!!, the ratios share the same speed. In 
order to find the speed of the two ratios, the operation is as follows:  
 
1. Multiply the metronome marking by the denominator of the fraction:  
M.M. 60 ×15 = 900. 
2. Divide this number (900) by the nominator (8): 900 ÷ 8 = 112.5.  The resulting 
number represents the new quarter note speed of the bottom ratios (Bortz, 2003, 
pp.77-78).  
 
 If we check against our earlier method, we see that the fractional operation gives 
us the same result, but from a different angle. 
 
Calculating the first beat, method 1: 
M.M. 60 × 5 = #= 300 ÷ 2 = 150 = half note speed, bottom ratio.  
To find the sixteenth note speed of the bottom ratio, 150 × 3 = 450 ÷ 4 = quarter note speed = 
112.5.   
 Using our previous method, we would have stopped at the point of calculating the 
speed of the bottom ratio as M.M. = 150 and subdivided the ratio mentally into 3 sixteenth 
notes.  Because M.M. = 112.5 does not exist on a standard metronome, in this case, the 
alternative method of using fractions to calculate speeds is perhaps less intuitive for practicing 
purposes.  What the fractional operation method offers us is a way to understand Kampela’s 
compositional process, and a somewhat shorter way to identify the instances of micro-metric 
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modulation: when two ratios are expressed as the same fraction, it means that they share 
common speeds. It is important to state that these common speeds are not always represented 
by the same rhythmic duration  (sixteenth note = sixteenth note, etc.). We will return to this 
concept a bit later as it applies to our score preparation of Elastics. 
 In the above example, Kampela uses a dotted slur to indicate the equivalent 
speeds. This is very helpful.  In Elastics II, he unfortunately does not identify the micro-
metric modulation as it occurs, so we must make the calculations ourselves, through 
whichever method seems most practical.  
  In the transition between the second and third bars of the first movement, we find 




Fig. 9. Elastics II, m. 2-3, flute part 
  
 We recall from our previous calculations that the triplet eighth note speed in the 
first level of subdivision (3 eighth notes in the time of 4 sixteenth notes) in measure two 
equals metronome marking 72 x 3 = 216.  We had calculated the new quarter note pulse 
within the sub-ratio of measure three as q  = 108. The eighth note speed within the sub-ratio of 
the nested rhythm therefore remains the same, i.e. M.M. 216.  This is an example of 
Kampela’s micro-metric modulation: two adjacent ratios which share the same speed. Note 
that in the original score, according to Kampela's notation, the basic pulse of quarter note = 72 
remains the same; the metronome markings indicated in parentheses throughout this 
discussion are based on our calculations and refer to the speeds within the nested rhythms. 
Dotted slurs indicating the equivalent rhythmic values have been added as well as part of the 
performance guide. 
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  Between measures 3 and 4, shown in Fig. 10-11, there is an example of a M.M.M. 
that occurs between what Kampela calls “complementary speeds under distinct metronome 
markings” (2012, p. 2), similar to Elliot Carter’s process in the previously cited excerpt from 
Enchanted Preludes.  The metronome speed changes from the preliminary indicated tempo of 
q = 72 in measure 3 to q = 90 in measure 4. 
 
Fig. 10. Measure 3 
 
 
Fig. 11. Measure 4 
 
  Often when Kampela changes the metronome marking from one bar to the next, it 
is a clue that there will be a shared speed between ratios. In this instance, the sixteenth note 
remains constant within the sub ratios in the transition from measure 3 to 4. Using the same 
method as before, in the last beat of measure 3, we calculate the speed of the quintuplet 
sixteenth note within the inner (second-level) ration as M.M. 108 x 5 = 540.  
  In the first beat of measure 4, the eighth note triplet subdivision of the quarter 
note = M.M. 90 x 3 = 270.  To get the speed of the sixteenth note, we multiply 270 x 2 = 540.  
Therefore the inner sixteenth note subdivision remains the same while the written metronome 
marking changes. 
  Continuing to the second beat of measure 4, we observe that the speed of the 
eighth note remains the same. To calculate the speed of the first level ratio in the second beat, 
7 sixteenth notes in the time of 3, we multiply M.M. 90 x 2 = 180 (eighth note) divided by 3 = 
M.M. 60 = dotted quarter note. 60 x 7 = 420 (sixteenth note) divided by 2 = 270. 
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 It is clear that Kampela’s rhythmic notation is visually complex and difficult to 
read. The idea behind Kampela’s system of micro-metric modulation however is to facilitate 
performance. In the performance notes to “…B…” (2012, p. 2), Kampela explains his 
intention: “…even if the brain can not handle the “immediate math” of a new rhythm it helps 
to know that a particle of what you’ve just played is in the same speed of what will happen 
next, rhythmically speaking.” 
  One way to analyze and better understand complex rhythms is to make a rhythmic 





Fig. 12. Elastics II, m. 7 
 Although the measure is notated in 6/4, it would be difficult to play while beating 
six quarter notes. The following rhythm grid shows that it would be easier to divide the 
measure into 5 larger beats, noting that the fourth and fifth beats are subdivided further into 
two nested ratios each. The second line of the grid, the rhythmic reduction, shows the larger 
pulses that the flutist and guitarist will feel together. Note that the 4th and 5th beats are 
subdivided into two irregular pulses each. 
 
Fig. 13. m. 7: Rhythmic grid, m. 7, Elastics II 
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 Returning to Kampela’s description of micro-metric modulation, quoted on p. 96, 
it is now clear what he meant when he said: 
…this theory [of micro-metric modulation] “inverts or suspends” momentarily the 
usual model of counting/beating rhythm (having the Metronome as basic referential) 
to rely on the inner (or subsurface) characteristics of rhythmic sub-ratios that acquire 
the momentary status of referential speed. 
 The reduction in the second line of the grid shows the “sub-ratios” to which he is 
referring. It seems, then, that Kampela does not expect us to feel the above measure in 6/4, 
but is giving permission to recalculate the meter in the most practical way.  It would be 
helpful to make a rhythmic reduction of the entire piece in this manner, marking the beats in 
the performers’ scores before the first rehearsal.  The performers could also solfège the 
rhythms out loud, together, before attempting to read the piece with instruments. 
 In the documentary by Paul Archbold, Climbing a mountain: Arditti Quartet 
rehearse Brian Ferneyhough 6th String Quartet (2011), the members of the Arditti quartet are 
shown sitting together before the first rehearsal analyzing the score together.  Irvine Arditti 
relates that the “mathematical homework” that the quartet did before rehearsing involved 
finding strategies to “simplify [their] understanding” of Ferneyhough’s complex rhythms by 
changing bar lengths, imposing tempi, and determining where the beats fall.  Arditti points 
out that there is sometimes a discrepancy between the way that the composer notates the 
music and the way that performers need to understand it in order to produce what the 
composer wants. The intensive pre-rehearsal study of any rhythmically complex score on the 
part of all of the musicians involved will ultimately save rehearsal time.  
 We will now return to measure 7 of the first movement, shown in Fig. 14, to 
calculate metronome markings of the ratios for practicing purposes. 
 
 
Fig. 14. Elastics II, m. 7, flute part 
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 The first two beats, divided into 5 sixteenth notes, are slower (M.M. 50) than the 
written metronome marking of Œ = 63. Each of these beats subdivides into 3 dotted sixteenth 
note groups at x.  = 150 each. The third and fourth larger beats return to the faster quarter note 
pulse of Œ = 63. The fifth larger beat is slower: the dotted quarter note = 42. If we do the 
mathematical calculations in the same way as in the previous discussion, we will see that 
there is an equivalent speed at the second level of subdivision connecting beats 4 and 5. The 
5:3 ratio at the end of beat 4 and the 5:4 ratio at the beginning of beat 5 share the same (non 
sub-divided) pulse: ‰.= Œ = 150. This is an example of how in Kampela’s music, as in Carter’s, 
the equivalent speeds are not always represented by equivalent rhythmic 
durations/subdivisions across the ratio chains.   
 When we look at the flute and guitar parts together in measure 7 (see Fig. 15), we 
observe that the two instruments do not share the same pulse in the first two beats. After the 
first attack, none of the subdivisions are synchronized until the sixteenth note rest which falls 
on the {5:4} ratio, the third larger beat. The speed of the larger pulse, comprised of the first 
two beats (10 sixteenth notes) = M.M. 25, is probably too slow to feel together.  As we have 
seen, it is not always desirable or necessary to feel the complexity of the larger subdivisions 
as Kampela notates it. Ultimately it is the precision of the end result that counts.  The best 
solution in this particular measure is probably for each player to memorize his individual 
speeds and to patiently practice together until it comes out all right. 
 
 
Fig. 15. Elastics II, m. 7, flute and guitar parts 
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 To summarize, there are various strategies that the performer can employ to 
analyze and understand Arthur Kampela’s complex rhythms: 
1. Rewrite rhythms using larger rhythmic units 
2. Calculate metronome markings of individual ratios using the method described 
previously 
3. Find points of common speeds between ratios using the fractional method of 
calculation 
4. Create rhythmic grids  
5. Create a rhythmic reduction for rehearsing purposes 
 
 I would recommend that the flutist tap out or speak the rhythms numerous times 
before practicing on the flute. The act of solfèging the rhythm away from the instrument is a 
physical one that acts as a kinesthetic bridge between the mental act of imagining the rhythm 
and playing it on the flute. If the rhythm is firmly internalized, there will be more mental 













3.2 b)  Rhythmic interplay and structure in the first movement 
 The overall impression of the first movement is of varying waves of rhythmic 
tension and release. Rhythmic unisons and one extended guitar solo punctuate the polyphonic 
duo material, which builds in density and complexity until the final flute cadenza soars out of 
the accumulated tension.  The table in Fig. 16 shows the structure of the movement in terms 




Rhythm Instrum. Style/ Comments 
1-5 Rhythmic unison 
(almost exclusively) 
Duo Alto flute: pitched, breathy 
sound  
Guitar: percussive, mostly 
unpitched (only one fleeting 
pitched sound) 
6-15 Flute and guitar share 
same basic pulse (no 
longer unison). 
Polyphonic. 
Duo Pitched sound predominates in 
both parts from here to the end. 
In the flute part, breathy sound 
reserved for glissandi and a few 
isolated notes. In the guitar 
part, the majority of the notes 
are pitched, with some 
percussive effects mixed in. 
16-17 In these two bars, the 
instruments temporarily 
diverge from the shared 
pulse. Polyrhythmic. 
Duo  
18-20 Return to shared pulse. 
Rhythmic unison on the 
last pulse of each bar 
anticipates the next 
section. 
Duo Repeated glissandi build 
tension 
21-23 Rhythmic unison Duo  
24-37  Guitar solo  







39-44 Polyrhythmic: virtually no 
shared larger pulses 
Duo  
45-46 Shared pulse Duo  
47-48 Polyrhythmic Duo  
49-51 Shared pulse Duo  
52-66 Polyrhythmic Duo  
67- 77  Flute solo Flute solo, marked “cadenza”, 
to end of the movement 
Fig. 16. Table, structure of the first movement 
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The overall structure can therefore be reduced to 7 parts:  
 
mm. 1-5 Introduction: rhythmic unison 
mm. 6-20 Duo, alto flute and guitar: mostly shared pulse 
mm. 21-23 Transition: rhythmic unison 
mm. 24-37  Guitar solo 
mm. 38-51  Duo, C flute and guitar: mixture of shared pulse and 
polyrhythmic measure blocks 
mm. 52- 67 Polyrhythmic duo: the most rhythmically complex section 
of the movement 
mm. 68-77 Flute cadenza 
 
3.2 c) Rehearsing the first movement  
   
 The styles of rhythmic interplay between the two instruments in the duo sections 
can therefore be defined as three different types: 
 
1. Rhythmic unison 
2. Shared pulse, diverging subdivisions 
3. Polyrhythmic, without a shared pulse 
 
Examples of these three rhythmic treatments along with rehearsal suggestions are provided in 












Fig. 17. Rhythmic unison, mm. 21-23 
 
 If the flute and guitar play stunningly together in this passage, the rhythmic 
unisons will have more structural impact. With this goal in mind, the following rehearsal 
strategy is recommended: 
  
1. Agree on the interpretation of the rhythms and the speed of the larger beats and 
internal subdivisions, using the strategies outlined earlier in this chapter. 
2. Solfège the rhythms together verbally before practicing.   
3. Aim for maximum precision in the ensemble.  
 
Shared larger pulse  
 
 In the passage shown in Fig. 16, the rehearsal strategy is similar to that of the 
previous example. Tempo modulations should be identified and internalized in the pre-
rehearsal stage. Larger beats are to be felt together. Smaller pulse divisions can be beat 
together when practical.  
 




Polyrhythmic, without a shared pulse 
 









Fig. 19. Polyrhythmic passage, mm. 44-45 
 
 In this passage, there are four independent rhythmic layers being played by the 
two instruments, and there is only one clear attack played together, which occurs on the first 
beat of measure 45. It is a challenge to constantly read from the score to verify if everything is 
in the right place while playing such a technically difficult passage. One could very easily get 
lost. How do we prepare a passage like this one?   
 One extremely time-consuming strategy would be to make a series of complex 
rhythmic grids of the individual rhythmic layers to see how they fit together before 
rehearsing.3 I would suggest instead that each player study and be able to tap out the rhythms 
in both parts, individually, before rehearsing. This will give each a player a better idea of 
what to expect.  As we have mentioned before, the next step would be for the performers to 
solfège the rhythms together, and then to rehearse slowly and patiently with their instruments. 
It goes without saying that one must take advantage of any points of common attacks. One 
could enlist the aid of a friend to conduct/assist with difficult passages at rehearsals.   
  Kampela observed that the members of the Momenta string quartet used a 
variety of rehearsal techniques to deal with his rhythmically complex string quartet, Uma 
Faca Só Lâmina, shown in Fig. 20. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
3 Percussionist Steven Schick cut out each bar of Ferneyhough’s “Bone Alphabet” and glued each one onto 




Fig. 20. Uma Faca Só Lâmina (1997-98), m. 25 
 
 The Momenta quartet members often asked one player to count out loud, or to 
stop playing and conduct for the others.  Sometimes they invited a friend to conduct the 
rehearsals. They also used an electronic metronome to keep time, and repeated difficult 
passages over and over until they were secure.  
It is arduous for the performer to prepare Kampela’s complex notation. In 
compensation, although the music is mathematically conceived, the end result is not dry or 
academic. Kampela’s gestures seem improvised and jazz-like despite their appearance on the 
page. In an essay entitled “Micro-Metric Rhythms and Noises: Emanations from the 
Stochastic Cloud,” Kampela makes a connection between his rhythmic practice and 
improvised popular music: 
 
The theory [of MMM] evolved from my desire to approach complex rhythms from 
the perspective of their inner behavior. Observe a jazz drummer. Whatever he plays, 
rhythmically, is the result of his complex improvisation pumping new rhythms out of 
previous ones (Kampela, 2014, p. 7). 
 
 To the listener, Kampela’s theory of micro-metric modulation and the way that he 
applies it to express self-generating, percussive rhythms seems to represent his best effort at 




3.3 The Second movement  
  
 The second movement, which Kampela characterizes as "gestural" and "noise 
oriented," is played attaca following a flute solo at the end of the first movement. In the 
second movement, the flute and guitar parts are separate, to be played independently. The 
form can be characterized as partially indeterminate in that the rhythms are unmetered and 
loosely specified. Because there is more material in the flute part than in the guitar part, the 
guitarist needs to either leave a bit more space between his gestures, or to fill in the extra time 








Fig. 22. Elastics II, beginning of the 2nd movement, guitar part 
  
 In the preface to Happy Days, Kampela leaves a detailed guide to how one should 
approach the freely notated rhythm. These instructions can apply to performance of the piece 
in either of its identities, as the second movement of Elastics II, or as the extracted solo flute 
piece Happy Days: 
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Observe que toda a peça é escrita em “grace notes” portanto tocada com certa 
rapidez constante. A diferenciação entre os ritmos escritos dá-se mais pela extensão 
de cada frase e pelas naturais dificuldades ergonômicas em se interpretar certas 
passagens...tenha sempre em mente uma rítmica cerrada e nuançada...de caráter 
escultural.4 
 
 Individual rhythms, or "cells" are to be played as quickly as possible, as if they 
were "grace notes," implying a constant sense of forward drive. Rhythms are to be nuanced, 
"tight" and "sculptural." Regularity is to be avoided. The performer has the freedom to 
determine the relative metric equivalents of the gestures.  
 Kampela's notational strategy in the second movement of Elastics II, and by 
extension, Happy Days, is founded on his belief that the natural inherent technical difficulties 
of the piece will automatically create irregular rhythms. The freely notated alternating 
gestures create their own rhythmic structure due to their relative technical difficulty: the 
easier passages will be played more rapidly, and the more difficult passages will have a more 
irregular character. In this way the rhythm becomes, in Kampela's words, "compromised." As 
we have seen in Chapter 2, the physical, ergonomic aspects of the instrument play a 
compositional role in the works of Arthur Kampela.  In his freely notated rhythmic material, 
the instrument directly influences the rhythmic construction. In the second movement of 
Elastics II, the flute, according to Kampela, “serves as a sieve, or a filter, through which the 
material passes; some things pass easily, like a liquid, and others with more difficulty.” 
 The first line of the second movement can be divided into three gestures, 
separated by rests. The first gesture is made up of two sound objects: a rapidly repeated, 
breathy F\, marked “approx. 1-2 seconds”, and a ‘normal’ sounding eighth note preceded by a 
double grace note. Kampela uses a diamond shaped note head to indicate a breathy sound; 
when the diamond is empty, a longer note duration is implied. The second gesture is reversed: 
the sustained note, a breathy diminished B\ segueing into a whooshing consonant sound, is 
preceded by the rapid grace note four note grouping.  The third gesture is similarly divided 
into two distinct sub-gestures, delineated by beaming. In the first quintuplet grace note 
grouping, the repeated A naturally accelerates to the sfz augmented octave A; this grouping 
serves as a stuttering, asymmetrical pick-up to the second sub-gesture, which is not slashed as 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4 Translation: Observe that the piece is written in “grace notes”, thus played with a certain constant rapidness. 
The differentiation between the written rhythms is created by the extension [length]of each phrase and the 
natural ergonomic difficulties [inherent] in interpreting certain passages... keep in mind [the concept of] a dense 
and nuanced rhythm, of a sculptural character. 
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a grace note grouping and is therefore somewhat more emphatic, finishing with a sffffz point 
of arrival.  
 
 
Fig. 23. Elastics II, second mvt., flute part, line 1 (digitalized edition by the author) 
 
 The short rests that separate the gestures are meant to be interruptions rather than 
pauses; the slash through the rests is his way of showing that each rest serves as a grace note 
to the next gesture. The rests are not ‘resting points,’ but rather vehicles of forward motion, 
short moments during which the performer gathers energy to carry on to the next phrase.  
 In the second line, the phrase consists of seven motives played consecutively:  
 
              1.              2.      3.     4.           5.          6.   7. 
 
Fig. 24. Elastics II, second mvt., flute part, line 2, digitalized edition 
 
There are three indicated points of longer duration: the quarter note flutter 
tongued B\, the C# to E tremolo glissando, marked “approx. 2 seconds”, and the rapidly 
tongued F# fermata glissando. The open note heads of the tremolo imply that the figure 
occupies the space of a half note. This reinforces the 2 seconds duration indication.  If the 
note heads had been filled in, the figure would be shorter, occupying the space of a quarter 
note. After the longer grace note grouping of eighth notes that follows, Kampela suddenly 
interrupts the forward motion by means of a feathered beam four-note deceleration. The final 
motive, subito ƒƒ, echoes the first motive of the piece and closes the first section of the 
movement, molto rallentando. 
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 Having examined the first two lines of the second movement, we see that 
although Kampela’s notation is unmetered, it is not completely ‘free.’ Relative durations are 
at times specified (2 seconds, etc.) or implied through different note values: in the first two 
lines, we find half notes, eighth notes, a quarter note, grace notes, one whole note, one 
fermata and one feathered beam ritardando. The notation is not proportional or spatial; the 
position of the notes on the page does not determine their duration. 
 Motivic groupings throughout the movement are clearly delineated through the 
use of beaming and the presence of short breath marks.  Frequent single grace notes, grace 
note groupings, and grace note rests serve as faster, agitated pick-ups to more grounded 
material.  
 On two occasions, Kampela brackets the eighth notes into quintuplets and triplets, 
respectively. In the following passage, shown in Fig. 25, key clicks are interrupted by spoken 
consonants and a figure comprised of two accented notes (B∫/B\) ornamented by key clicks.  
 
Fig. 25. After rehearsal #4 
 
 A possible realization of this passage, taking into account the time required to 
execute the various techniques, could be: 
 
 
Fig. 26. Potential realization, key click passage after #4 
 
 Kampela is concerned with creating irregularity and asymmetries, not only within 
the individual fragments, but also on a larger structural level. Applying Kampela’s 
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terminology loosely, we can define as micro-rhythms those that are naturally created within 
the individual sound objects due to the smoothness or complexity of their inner workings, as 
in the above example. The macro-rhythms can be defined as the larger rhythms created by the 
interplay of the differently sized gestures.  
 The performance notes to Kampela’s Layers for a Transparent Orgasm, for horn 
solo (1991/92) provide insight into this rhythmic paradigm: 
 
This composition must be understood as a rhythmic continuum.  All the articulatory 
elements should be intimately connected.  Notes, words, interjections, effects etc, 
are part of the same rhythmic flux, obeying the general principle of “as fast as 
possible” coordination.  However, to enhance the material’s inner textural 
differences, the player must understand that each specific musical particle needs its 
“own-tempo-appearance” to succeed. Thus, a kind of poli-rhythmic discourse must 
emerge from the rapid coordination of materials of different weighting. 
 
 As we see in the excerpt shown in Fig. 27, the style of notation used in Layers for 
a Transparent Orgasm is very similar to that of Happy Days. 
 
 
Fig. 27. Layers for a Transparent Orgasm, for horn solo (1991/92), fragment 
 
 While practicing the Happy Days version, I asked the composer to sing/solfége 
the piece out loud so that I could get an idea of what he had in mind when he wrote that the 
improvised rhythms should be “dense, nuanced and sculptural.”  The composer’s sung version 
was very fast and pressured (“dense”), with a sensation of forward motion and rhythmic drive.  
Recurring rhythmic motifs not specified in the printed score emerged.  The first instance was 
after #3, shown in Fig. 28. 
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Fig. 28. Excerpt, after rehearsal #3 
 
 Kampela sang the S-K-T-K-TX-K motif like this: 
 
 
 The staccato glissando motive that follows was sung like this: 
 
 After rehearsal #5, the consonant motive is shortened (see Fig. 29). It was sung, 







Fig. 29. Excerpt, after rehearsal #5 
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In Kampela’s piece, Not I (Holographies for Solo Horn), shown in Fig. 30, the 
motive S-K-TX-KA occurs accompanied by a crescendo, with an accent on the last syllable. 
 
Fig. 30. Not I (2011), fragment 
  
 In the second movement of Elastics II, the four-note/consonant motive occurs 
after #7 (S-K-TX-K), after #8 (x-g-d-g), after #9 (S-K-T-K), after #10 (TX-K-T-K), after #11 
(TX-K-TX-K), after #19 (tu-gu-du-ga), after #27 (S-K-TX-K, TX-K-TX-K, S-K-TX-K). On 
each occasion, the composer sang the motive with the rhythm notated above. Where the 
motive is longer, comprised of 6-8 consonant syllables, for example, after #13 (P-ϵ-TX-K-
TX-K-TX-K), after #21 (TX-K-TX-K-TX-K-TX-K), after #27 (x-g-d-g-d-ah), and after #28 
(S-K-TX-K-TX-K-TX-K), it was sung in the same way as the first example (S-K-T-K-TX-K), 
terminating with an accelerating triplet figure and accented eight note. 
 I concluded, based on my experiment, that there are certain unspoken elements of 
performance practice hidden beneath the surface of Kampela’s free notation. Listening to 
recordings of Kampela’s own performances of the Percussion Studies series could provide 
insight into his rhythmic practice and its execution. 
 
3.4 The third movement  
  
 Kampela has described the third movement as "temporal" in that the events take 
place within a time frame. It employs a combination of notational strategies, including 
graphic proportional notation, free notation similar to that employed in the second movement, 
and one instance of improvisation in the guitar part.  
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 The first measure of the third movement, shown in Fig. 31, is a fermata movement 
in which the flutist switches from flute to piccolo and the guitarist plays a slow glissando, 
applying a glass to the strings. Kampela uses dotted lines to indicate how the two parts are 
synchronized within the fermata bar. The composer leaves some room for improvisation in 
the piccolo part, with the breathy sound indicated by the diamond shaped note head.  This is 
the only example of breathy sound in the entire third movement, and is perhaps meant as a 
transitional passage linking the second movement, with its constantly shifting timbres, with 
the less varied sound of the third movement.  Note that the subito µπ dynamic in the piccolo 
part synchronizes with the guitarist switching to using his nails. The dotted arrows highlight 




Fig. 31. Elastics II, 3rd movement, measures 1-2 
 
 From the double bar of the first line (measure 2) until the bottom of page 15, 
Kampela uses spatial or proportional notation, in which durations are represented horizontally 
on the page rather than by traditional symbols such as quarter notes, etc. (Stone, 1980, p. 137) 
In order to prepare a proportional score, we must find the relationship between the spatial and 
temporal structures. This involves measuring out the distances on the page and then 
translating the horizontal distances to rhythmic values. Some musicians use a ruler or their 
finger to measure the distances; others approximate the distances by looking at the score. 
 It is useful to compare the two versions of Luciano Berio’s Sequenza I for flute 
when discussing the interpretation of proportional notation.  In the original 1958 version of 
the Sequenza, shown in Fig. 32, the composer used proportional notation similar to that found 




Fig. 32. Luciano Berio, Sequenza per flauto solo (Edizioni Suvini Zerboni, 1958) 
 
 In 1992, Berio, dissatisfied with the undue liberties that flutists were taking with 
the Sequenza, published a second version using traditional, non-spatial notation to insure that 
performers play the correct rhythms.  
 
 
Fig. 33. The beginning of the second version of Berio’s Sequenza I (1992) 
 
 Kampela’s proportional notation is similar to Berio’s.  In the third movement of 
Elastics II, the distance between bar lines is equivalent to approximately one second, in other 
words, one measure = M.M. 60. Dotted lines indicate points where the instruments have 
synchronized entrances or events. Individual rhythms are interpreted based on their position 
on the page. All note heads are black and the length of beams show the durations of sustained 
notes.  
 




 An approximate rhythmic transcription could be: 
 
Fig. 34b. Elastics II, mvt. 3, second line, rhythmic transcription 
 
 Comparing the two versions side by side, it becomes clear that the rhythm in the 
original proportional notation is more subtle and complex than in my rough transcription. The 
second figure in the first measure {E E E D#} should begin a bit later so that the C# in the 
second measure will be syncopated against the measure pulse.  In the second measure, the 
second figure {G# A A} should also begin a bit later.  In the third measure, the 
tremolo/glissando in the transcribed version takes up exactly half of the bar. In the original 
version it lasts a little longer. A major advantage of proportional notation is that it allows for a 
rhythmic complexity that would be painstaking to notate using traditional means.  Another 
advantage of the notation is that it allows the performers a certain rhythmic and interpretative 
flexibility, which permits a more active participation in the rhythmic process. 
 Although the overlapping, staggered gestures throughout the movement may 
appear to the listener to be improvised, Kampela indicates quite clearly how the parts are 
meant to fit together. It is therefore essential that both players perform from the score, and 
that they feel the measure pulses together. The flutist will probably want to beat each measure 
during rehearsal and perhaps during performance as well. As always in experimentally 
notated music, it is helpful to vocalize the rhythms first before practicing with the instrument.  
With practice, one learns to read proportional notation without having to laboriously analyze 
and transcribe each measure first. 
 After the first two coordinated attacks of the movement, there are no more 
rhythmic unisons until page 15, shown in Fig. 35, when another sffz unison attack signals the 
end of all "vertical coordination."  A tension-building, dense passage follows in which the 
piccolo and guitar play virtually continuously. At this point, Kampela returns to the freer 
notation that he used in the second movement; there are no more bar lines or pulses indicated. 






Fig. 35, Elastics II, mvt. 3, p. 15 
 
 The penultimate page, shown in Fig. 36, features an increasingly frenetic piccolo 
solo accompanied by ad lib guitar improvisation. The piccolo constantly interrupts itself with 
short glissandi, flutter tonguing and trills. The guitarist is instructed to improvise 
“asymmetric[al], irregular rhythms,” “interspersed with the flutist's rhythm.” The movement 
culminates in a series of coordinated, ascending flourishes in the piccolo part while the 
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guitarist strikes the guitar with a glass, symbolizing the explosion of instrumental boundaries.  
A crescendo leads to a final, inevitable sffffz Bartok pizzicato on the low E string of the guitar.   
 
 






3.5 Rhythmic diversity in Elastics II: free vs. traditional notation 
 
 There is an experimental aspect to the second movement of Elastics II in that the 
free nature of the notation is meant to inspire the performer to take a personal approach to the 
piece. Every performance is, and should be, unique. Kampela is banking on the hypothesis 
that the kind of irregular rhythms that he has in mind will be produced naturally due to the 
technical difficulties inherent in his music. Paradoxically, the more virtuosic the performer, 
the higher the potential is to achieve a polished, more even performance, which may not be 
what the composer intends. Brian Ferneyhough, in the preface to Cassandra's Dream Song 
for solo flute, famously cautioned: 
A "beautiful", cultivated performance is not to be aimed at: some of the combinations 
of actions specified are in any case either not literally realizable (certain dynamic 
groupings) or else lead to complex, partly unpredictable results…such divergencies 
and "impurities" as then follow from the natural limitations of the instrument itself 
can be taken to be the intentions of the composer…the audible (and visual) degree of 
difficulty is to be drawn as an integral structural element into the fabric of the 
composition itself (1975).  
 One could look at the example of the previously cited Berio Sequenza as a 
cautionary tale for composers experimenting with more indeterminate notation. Initially, 
Berio chose a less determinate notation in order to give the performer a bit more freedom due 
to the technical difficulty. Decades later, he realized that what he really wanted was more 
rhythmic precision in performance, and changed the notation accordingly. 
 In Cynthia Folie and Alexander R. Brinkman's article, "Rhythm and Timing in the 
Two Versions of Berio's Sequenza I for Flute Solo: Psychological and Musical Differences in 
Performance" (2015), the authors document the results of their comparative study of 11 
performances of the two versions, in which computational tools were used to calculate 
placements of the individual notes and timings. Interviews were conducted with professional 
flutists, most of whom preferred the original version, finding the new version paradoxically 
less clear and creatively stifling. Many flutists chose to view Berio’s transcription as a 
possible rather than definitive interpretation. 
 The example of the Berio Sequenza I highlights the controversial nature of 
experimental notation. The composer allows the performer a certain freedom of interpretation, 
but is it really what he wants?  What is the role of the performer’s preference in the choice of 
notation? 
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 Unlike Ferneyhough, and like Berio, Kampela really does want and expect 
everything that he has written to be played.  Kampela has stated that while nothing is to be 
‘faked’ in his scores, the difficulty will influence the way that the material will be played.  
 Kampela has hypothesized that performances of pieces that employ the freer 
notation found in the second and third movements of Elastics II may have a similar “sonic 
outcome” to the style of notation of the first movement, in which extremely complex rhythms 
are specifically notated. It would be enlightening to perform a study of multiple performances 
of Kampela’s freely notated pieces over time in order to test his hypothesis regarding the 
relative merits of free vs. traditional rhythmic notation.  David Cope has written, regarding 
the inadequacy of traditional notation: 
 
Improvisation often produces rhythms and patterns that would otherwise paralyze 
performers if completely notated. As an example, the subtle and refined 
improvisatory character of syncopations before and after the beat in jazz makes 
exact notation a near impossibility.  Even if these syncopations were notable, they 
would not retain the same kind of musical freshness that they do when improvised 
(Cope, 2001, p. 78). 
 
  If Cope is correct, then Kampela’s precise (traditional) notational style would be 
regarded as inferior to the freer notation, which permits more room for improvised 
complexity.  I feel however that in order to gain insight into the performance of Kampel’as 
freer notation, one should use his highly personal, notated complex rhythms as a model for 
the performance of the freer notation. The three rhythmic styles used throughout Elastics II 
stimulate different behaviors and reactions from the instrumentalist. In moving from the 
precise to freer notation, the performer is in a certain sense liberated from the tight constraints 
of the former, but is still subject to the demands of Kampela’s style. The nature of Kampela’s 
notation is, therefore, not only experimental, but also provocative, offering fascinating 
challenges to the performer that parallel and complement the composer’s investigative 








 This thesis has endeavored to provide insight, through a detailed although 
ultimately speculative interpretive analysis, into the performance of Arthur Kampela’s 
‘exploded flute’. Due to the often ambiguous nature of Kampela’s flute writing, there are no 
definitive solutions to the many technical and interpretative challenges found throughout 
Elastics II and Happy Days.  
 As we have seen, Arthur Kampela’s extended techniques are not intended as a 
series of isolated effects for their own sake. The juxtaposition of the diverse techniques 
creates a non-linear discourse by constantly interrupting or destabilizing the musical line, 
forming shifting layers within a polyphonic structure.  The stress and tension generated 
through the very physical act of playing Kampela’s expanded techniques extends this 
destabilization to the instrumentalist himself.  In order to arrive at a meaningful interpretation 
of Kampela’s music, it is important to understand the theatrical implications of his musical 
language as it is created in ‘real time’ in an organic process which involves the interaction 
between the composition, the performer’s body, and his instrument. In my opinion, the 
extended techniques are a continuation rather than a replacement of traditional flute 
technique, and contribute to the expressive power of Kampela’s highly charged, visceral 
music. For this reason, the performer should aim for maximum expressivity, as he would in a 
more traditional context, rather than content himself with conquering the seemingly exotic 
techniques from a purely technical standpoint.  
 The distinct types of rhythmic notation employed throughout Elastics II offer 
varying degrees of autonomy to the flutist and demand a flexible approach. The ultimate goal 
is to express Kampela’s characteristic rhythms, regardless of how they appear on the page.  I 
believe that the role of the notation is not to generate or determine an ideal, prefabricated 
ideal, but rather to stimulate physical, cognitive and emotional reactions from the performer. 
In the case of the free notation, by eliminating the difficulty of his characteristic precisely 
notated complex rhythms, Kampela allows the performer’s physical demands to determine the 
rhythm. The notation is therefore collaborative rather than authoritative, permitting rhythms 
that are, potentially, virtually impossible to notate via traditional means. In the case of Happy 
Days, Kampela’s experimental approach extends to the very definition of the elements of its 
performance, which are determined in collaboration with the performer in a continuous 
process.    
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 In a complex score like Elastics II, the difficulty, cognitive and motoric, varies 
over the course of the piece.  In the first movement of Elastics II, the most obvious cognitive 
difficulty is the complex rhythmic language. Each measure must be painstakingly calculated, 
practiced and internalized before rehearsal.  In the second movement, it is the timbral density 
of the gestures that creates intense technical challenges for the flutist. In order to perform the 
many extended techniques in quick succession, the flutist is required to switch rapidly from 
various positions: with the flute turned out, playing outside the flute embouchure (breathy 
sounds, key percussion, vocalized percussive sounds, key clicks), playing turned in, blowing 
inside the flute (tongue ram, jet whistle), alternating between singing and playing normally, 
etc.  The physical difficulties of Kampela’s flute writing are therefore visually obvious when 
the piece is performed live and create a theatrical quality. Kampela is aware of the difficulty 
and allows a certain amount of freedom in the rhythmic notation in order to accommodate the 
performer, however, he does not want a ‘comfortable’ performance, but rather a theatrical 
struggle between the performer and the instrument and with the audience’s perception of the 
role of the flute.  
To summarize, the technical difficulties in Kampela’s music are calculated to have an 
immediate and positive effect on the performance in that they: 
1. Create asymmetrical rhythms (in the freely notated portions of the score) 
2. Contribute organically to the performer’s interpretation. The composer expects 
that each performer will adapt the material to his technique, so each 
performance is different. This creates an aleatoric, Cage-ian aspect. 
3. Put into question the role of the instrument and thus acquire a thematic status 
4. Create a sense of theatrical struggle by pushing the technical limitations of the 
performer. 
 Kampela is not alone in his view that technical difficulty has positive benefits.  
Composer Krzysztof Penderecki has said that he has knowingly written music that is 
impossible to play, because he wants a certain “tension in the sound”, even if it means that the 
performer will miss a few notes here and there (Cope, 2001, p. 46). 
 In the Berio Sequenza I, the degree of difficulty was intended to have a positive 
impact on the performance.  According to Berio: 
...the overall speed, the high amount of register shifts, the fact that all parameters are 
constantly under pressure, will automatically bring a feeling of instability, an 
openness which is part of the expressive quality of the work – a kind of 'work-in-
progress' character, if you want (Muller and Berio, 1997, p. 19). 
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 Kampela, like Berio, Penderecki and Ferneyhough, knows that the extreme 
technical difficulty of the composition will influence the performance. For all of these 
composers, the struggle between the performer and the material creates a dramatic tension 
that becomes a thematic aspect of the composition. In Kampela’s case, the innate theatricality 
of his flute writing fits neatly with the extra-musical association with Samuel Beckett’s play, 
Happy Days. However, it is perhaps not even necessary for the performer to have an external 
or scenic narrative in mind in order to create a theatrical performance. The drama arises from 
the act of performance itself. 
 As we have observed throughout this study, the process of learning a complex, 
difficult score such as Kampela’s Elastics II consists of slow, meticulous preparation and 
practicing. Percussionist Steven Schick, in his article regarding his experience practicing and 
performing Brian Ferneyhough’s Bone Alphabet, points out that the advantage of acute 
difficulty is that it “enforce(s) a slower pace of learning and allow(s) the natural growth of an 
interpretive context” (1994, p. 132).  In other words, the long period of time required to 
prepare a difficult piece creates an intimate connection between the performer and the score 
and results in a more organic interpretation.  
In Ferneyhough’s view, the extreme amount of time spent practicing his music 
results in an altered, multi-layered perception of listener: 
 
…the amount of time involved in learning a new composition will, in some way, be 
reflected in the intensity or richness of execution, providing an almost archeological 
experience of sedimented interpretational layers, a feeling for the vertical stacking of 
time as opposed to its linear unfolding. It is open to the composer to calculate in this 
dimension when choosing appropriate notational form for the fixing of his invention 
(1998). 
 
 According to Steven Schick, the pay-off of the meticulous practicing of physically 
demanding gestures is that  
 
the piece became a theatrical arena where physical gesture was not the simple by-
product of performance, but an integral part of a growing interpretive point of view. 
The instrument became a kind of stage for the enactment of, in Ferneyhough’s words, 
“a theatre of the body” (1994, p. 137). 
  Elastics II and its companion piece Happy Days offer both intense technical 
challenges and a significant degree of interpretative freedom to the flutist. Paradoxically, it is 
only through intense and rigorous practicing that the interpreter will be able to fully 
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participate in the composer’s experimental process. The highly virtuosic nature of Kampela’s 
music, with its thematic emphasis on the relationship between the performer’s body, his 
instrument, and the printed score, ultimately serves a higher theatrical purpose.   
 After I had performed Happy Days a few times, I started to reflect about the 
different experience that the performer and audience have while respectively playing and 
listening to fast, complex music of this nature. I believe that the perception of time for both 
performer and audience is not linear, or chronological.  Listeners have commented that they 
experience, at the same time, a sense of suspended time because of the density of information, 
and a heightened sense of energy due to the constant rhythmic drive.  The performer’s 
experience is different in that the extreme concentration required to execute each individual 
gesture demands that he live completely in the moment. I find that it is an empowering, 
energizing experience to play Kampela's music on the stage. The intense preparation, the 
hours spent analyzing and finding solutions to each technical challenge, result in an 
interpretation that is intensely personal. The literary connection, which offers the opportunity 
to take inspiration from Beckett's character, deepens the collaborative experience with the 
score.   
  It is my intention that this study will encourage flutists to play this work, not only 
because of the high quality of the composition, but also because of the benefits that I have 
experienced throughout this process.  It is deeply satisfying to investigate the work of a living 
composer. Studying Arthur Kampela’s flute works has certainly made me a better flute player 
from a technical standpoint. More significantly, it made me realize that navigating an 
unfamiliar score full of unconventional techniques is essentially a creative act.  I hope that 
this study will make the work more approachable to the performer, and ultimately, will 





Performance edition of Happy Days 
 
Commentary on the edition 
 
The objective in making this critical performance edition was to assist flutists 
with their preparation of Happy Days for flute and electronics. It is not intended as an Urtext 
edition, or to substitute the original hand-written manuscript, which is the definitive edition.   
 
The modifications made to the original manuscript are as follows: 
 
1. A key to the techniques found throughout Happy Days was compiled.  
Source material for the key includes the performance notes to “…B…” for 10 
instrumental soloists, video and electronics (2012), which includes written 
descriptions to some of the techniques found in Happy Days, and consultation 
with the composer. 
2. An English translation of the performance notes found in the original 
manuscript was added.  Kampela’s unpublished program note, written in 
2012,  is included for additional reference. 
3. A digitalized edition was created, using Finale software. 
4. The addition of fingerings and other suggestions for the execution of 
microtones, glissandi and microtonal trills.  I would like to stress that these 
indications, which represent my own personal choices and preferences, are not 
to be regarded as definitive. The ambiguity of the notation lends itself to 
multiple interpretations, and the choices that the flutist makes while 
‘collaborating’ with the indications on the written page are an essential part of 













 “Happy Days” 

















"This piece is extracted from a previous piece of mine named "Elastics" for flute, guitar and 
electronics. Thus, a first metaphor of form (and/or content) is one associated with the idea of 
torso, since incompleteness indicates fragmentary or undeveloped motifs. The title of the 
piece is a direct allusion to the homonym theater work by Samuel Beckett. In this particular 
play, one is immediately struck by the archetypal instance where the main character is 
inserted: stuck into a massive pile of ruins, unable to move, suffocated by a threshold 
situation, the character still strives to act normal, as if nothing was happening around or 
beneath herself. She emits paradoxical remarks such as: "what a beautiful day!..." and the 
like. Compositionally, this piece enacts a similar ethos: it strives to portray the idea that the 
flutist herself is covered by her "almost suffocating" breathing, fully inserted in sonic 
fragments that impede more than allow, the manifestation of music itself. It creates a 
compositional vortex where music is almost concealed by an ultimate theatrical struggle or 
gesturality. The attempt to suggest "music" through muted notes, grunts, key clicks, breathed 
pitches, microtones, and an assortment of extended techniques, followed by the reiteration of 
echo-like electronic / concrete sounds -- reveals a mirror that more than reflecting, distorts 
and asphyxiates. The (impossible) "happiness" suggested by the title, is "heard" independent 
of the musical trajectory of the piece, since it refers ultimately to the act of Being -- in spite of 
its failures or its ruins…" 
 



















Key for “Happy Days” for flute and electronic sounds by Arthur Kampela 
 
Os sons eletroacústicos  pré-gravados  deverão ser acionados por computador por 
um técnico/músico.  A partitura indica, através de números acima dos sistemas ou 
pentagramas quando tais sons deverão ser trigados ou acionados. Isto deverá ser feito por um 
técnico que seguirá a partitura, observando o momento justo de acionar os números que estão 
sempre em ordem crescente. [Como alternativa, o intérprete, usando um pedal, pode acionar 
os sons.]  Os sons resultantes do material pré-gravado se mesclam naturalmente com os sons 
reais do intérprete.  O intérprete deverá escutar as entradas dos sons, porem não necessita 
coordenar sua interpretação com os sons pré-gravados.  Simplesmente continuará tocando 
sempre rapidamente deixando que o técnico acione os sons eletroacústicos 
independentemente.  Os sons morrem a diferentes momentos e o intérprete não tem a 
obrigação de perceber tais pontos.  Simplesmente misture-se aos sons pré-gravados na medida 
de sua duração.  
The pre-recorded electronic sounds must be downloaded to a computer by a 
technician/musician.  The score indicates, through a series of numbers placed above the staff, 
at which point the sounds should be triggered.  A technician who is following the part should 
trigger the sounds, which are numbered in ascending order, at the appropriate moment. 
[Alternately, the performer, using a foot pedal, can trigger the sounds.]  The sounds resulting 
from the pre-recorded material mix naturally with the sounds played by the performer.  The 
performer should listen to the entrances of the electronic sounds. However, he does not need 
to coordinate his interpretation with them.  Simply continue playing, always at a quick tempo, 
allowing the technician to trigger the sounds. The sounds die away at different moments and 
the performer is not obliged to perceive this. Simply blend with the pre-recorded sounds for 







A rítmica da peça: Observe que toda a peça é escrita em “grace notes” portanto 
tocada com certa rapidez constante. A diferenciação entre os ritmos escritos dá-se mais pela 
extensão de cada frase e pelas naturais dificuldades ergonômicas em se interpretar certas 
passagens.  Daí o aspecto flutuante (mais ou menos acelerado) da peça.  É importante 
ressaltar que as frases são pensadas GESTUALMENTE, ou seja, que o ritmo embora não 
métrico, obedece a uma fraseologia específica e demanda elegância no seu agrupamento 
assimétrico. A peça é tocada sem interrupção.  
Regarding the rhythm: Observe that the piece is written in “grace notes”, thus 
played with a certain constant rapidness. The differentiation between the written rhythms is 
created by the extension [length] of each phrase and the natural ergonomic difficulties 
inherent in interpreting certain passages. Thus the fluctuating (more or less accelerating) 
aspect of the piece.  It is important to note that the phrases are GESTURALLY conceived, 
meaning that although the rhythm is not metered, it does conform to a specific phraseology 
and requires an elegant execution of its asymmetrical groupings. The piece is played without 
interruption. 
 
As Pausas devem ser vistas como pequenas unidades rítmicas que interrompem o 
discurso, como se fossem silentes “grace notes.”  Contam-se as pausas “por alto” 
graficamente. Entendendo a estratégia ESCULTURAL da rítmica da peça.  Evite passar por 
cima das pausas.  Tenha sempre em mente uma rítmica cerrada e nuançada, de novo de 
caráter ESCUTURAL!   
The rests should be conceived as small rhythmic units that interrupt the musical 
discourse, as if they were silent "grace notes." The rests are graphically "overlooked". With 
respect to the SCULPTURAL strategy of the piece’s rhythm, avoid playing though the rests. 















Breathy (Aeolian) sounds are indicated with harmonic note heads. 
 
 
Key clicks are indicated with an x-shaped note head, played while blowing into the flute or 
just with the fingers. 
   
 
Multiphonic sonorities are indicated with an M on the note stem.  
The performer chooses the pitches ad libitum. 
 
Jet whistle   Frulatto  With voice  Tongue stop 
        
Percussive consonant sounds are spoken either at the same time as a fingered note, or alone.  
    
Glissandi (gliss.)  can be produced with the embouchure (lip gliss.) or by sliding on and off 





Double tonguing is a percussive sound (T-K) indicated with a double staccato. 
 
Falsetto or high-pitched voice is indicated with a flageolet symbol.  
 
Accelerating feather beamed notation Decelerating feather beamed notation 
      
 
Microtones 
¼ tone above   ¼ tone below 
    
Happy Days was extracted from Elastics II for flute, guitar and electronics in 2007.   
Flutist Margaret Lancaster gave the first performance at the Seattle Latin America Music 
Festival on October 10, 2008.  Duration: c. 10 minutes. 
&
BREATHY
D.T.1"-2" Approx. 2"-3" Approx.
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Trill around main pitch
(with voice)
f p f p
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turn flute out, slide thumb
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œn .












Mxsdbk Mxabk C# ˜ 10
TX K T
Mkl;asdghjx































TX K V TS K
f
S ßp ƒ
Slide R2 to ring
F
©Mzasd$k











































¿ ¿ ¿n œœæ
œ
11
Ff ß p P
D.T.




















+ œî œn( œn ) Jœ œ̆ ‚n + ‚# ‚ï ‚ ¿ ¿ œî œîæ Jœæ
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FAST MOLTO
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œ# œå œî> ‰( ) œnæ œæ œåæ œ#æ œnæ œîæ œæ œîæ
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œ œ œ œ œ
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œ œ œ œÁ
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P ∑ TX K TSF ß p tu gu du ga(falsetto)f/p f F ß p ß P F p
no gliss.
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Key clicks ad lib.

















































p ƒ (no interruptionbetween flute
and voice)
improvise with breathy notes
and keyclicks, ad lib.
falsetto + normal voice
use any syllable, very percussive




œ œ# œ# œn œn œ œ# œn œ œå œî œ œî œå œ œn œ œ#
œ. œ. œ. œ œî œî œå . œ. œ. œî œn œn œå œ œ# œî œî
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œ> œ> œ#> œ> ‚# æ ‚#
j‚‚åå









less than 1" 
Ÿ~~~~~~~~~2"-3" ~~~~~~~~~~~~~~~~~~





œå œ œî œ# œ œn œî
œ œ œ
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> œ>
F ß F f
i TS çß p














‰( ) ‚+ ‚+ ‚+ ‚+ ¿ ¿ ¿ ‚+ ¿ ¿ ‚+ ¿ ‚+ ¿ œn œn œ# œî œb œï œ œî œ œî œn œå œ# œî œn œå
œ œ œ#
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mixture of key clicks +
breathy sounds ad lib.
!
D Á mxasdgh Mxasdg%k Mxsadfghk Mzas#fk Masdk C#Á1"
& œå œn œî œ œå œ# œî œî œ# œn œn œ# œn œî œî œn œ œî œn œb œ# œî œå œ# œ œb œ œî œ# œn œî ‰
F p
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[  " ~ P ](rotate all pitches between these notes)
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> ‚# œ œ ‚î œ œ
jœ











f/p F p ip f




































œî JœEsplosivo!lip gliss. intenso!

























+o œ+ œ+ œ+o œ+ œ+ œ+o
¿
>
¿ ¿ ¿ ¿ ¿ ¿ ¿ ¿













du gu de ga de gu du
[Percussive voice, from 


















‚# ‚å ‚ ‚å ‚î>
œ œ œ œ œ œ
















TX K d g d gP ƒ
No tones (low voice)
like drums
" ç













‚#+ ‚ ‚î ‚î>æ ‚n æ ‚å æ ‚n> ‚> ‚î>
œ œ œ œ œ
œî . œ. œ.
œ# œå( œî ) Jœ
















f F F f
poco meno... accel...
































¿ ¿ ¿ ¿ ¿ ¿ ¿
























j¿ ‚ ‚ ‚î ‚n ‚# œb œïæ
j
œæ
œ œ œ œ œ œ




























X g d g d (ah)P F
! P p ƒ ƒ ! çTX K
ad lib.
breathy no gliss.
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¿ ¿ ¿ ‚n ‚ ‚ ‚# ‚ ‚î ‚å ‚î ‚å
29 NO WAIT
while repeating these syllables, take out the head joint
[  p ~ F  ]
breathy speaking
[P X K TX --------------]     etc.
.. .. .. .. ..

&
Crying effect: headjoint only
Take headjoint and start interspersing, ad lib, breathy pitch, trills, tremolos, with pitches 
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Interview with Arthur Kampela 
 
S.H.: What do you think the audience perceives listening to a very dense piece like "Happy 
Days?" 
 
A.K.: About "high information density music"…. if two people are listening to the same 
piece, they are making up their own stories, making different cognitive links. When there is a 
large amount of information, it allows for multiple hearings. It's a way to stop time, to trick 
time. When you look at a Jackson Pollack painting, you can imagine the gesture of splattering 
the paint on the canvas, so that you can recoup the temporality in the spatial. 
 
S.H.: When did you make the connection with the Beckett play, Happy Days?  
 
A.K.: When the two pieces were extracted from Elastics II, they became more transparent. In 
Margaret Lancaster's performance, she was surrounded by chairs on the stage, representing 
the mountain of things which suffocate her [us].  She is so constrained by her notes and 
difficulties that it is a measure of accomplishment to make it to the last note.   
 
S.H.: Now that I know the connection of Happy Days to the woman's character in the play, it's 
hard for me to imagine it being played by a man. 
 
A.K.: I see what you mean. Actually, "Not I" for solo horn, horn player’s voice and light, 
which is based on the Beckett play of the same title, is also a woman's story. 
 
S.H.: The original piece that Elastics II is based on, Elastics for flute and guitar (1995) is 
without electronics. Correct?  
 
A.K.: Correct. Elastics initially was conceived without the electronic part. I started to think 
about a more tightly woven bridge when I was asked to have this piece played again with 
electronics at a Linea concert in Strasbourg. I first conceived the middle parts (for flute and 
then guitar) with an electronic double. Then I created “Happy Days” for flute and electronics 
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and Happy Days II for guitar and electronics. (They didn’t have these titles then).  The only 
difference was that during the performance of Elastics II I made them play both pieces at the 
same time. I wanted to create a cloud of sounds whose virtual and acoustic spaces were 
completely blurred. Afterwards I did the same for the other movements. 
 
S.H.: You have talked about a series of theatrical pieces that you have been working on 
recently, which includes “B” for ten instruments, video and electronics. Would you include 
Happy Days in that group due to the programmatic association? 
 
A.K.: I think that yes Happy Days could be seen as a very theatrical composition. The name 
refers to the Beckett’s play. But I didn’t include initially Happy Days in my idea of the 
theatrical pieces. They would have a different character than Happy Days. “…B…” is the 
central piece of the cycle because of its size and video part, which is a character, and its 
interaction with the live musicians…in “B” the video wants to be the musicians.  It’s a 
theatrical situation that serves as an Ariadne thread of meaning to public perception. When 
you pull the carpet out, you are left with abstract music. 
 
S.H. But could the programmatic association of Happy Days serve as the “Ariadne thread”? 
 
A.K.: Yes, maybe. 
 
S.H.: How did you compose the electronics part to Happy Days? The sounds seem like 
recorded fragments from the flute part. 
 
A.K.: EXACTLY. But they are not exactly the SAME, they are a little bit loose. I asked the 
flutist [Margaret Lancaster] to read what was going on at that point and distort it a bit, 
prolonging or shortening certain things. Then I distorted a bit more not only rhythmically but 
also timbristically, so there is this constant idea of an “echo” or a far cry/sound of the original 
acoustic source, of whatever is being heard at that moment. I also had at that moment some 
kind of “canonical” idea(l) going on, so I wanted to create a tight perceptual network between 
the acoustic and the electro-acoustic sounds. And ultimately, the idea of blending and mixing 
the materials was a pervading one during the compositional process. I was trying to “erase” 
the advantaged point of the soloist creating a type of super-instrument. One that suggested the 




S.H.: What can you tell me about Eine Kleine Nachtgame for flute and piano? It seems so 
“classical” to me compared to Happy Days. It’s so pretty. 
 
A.K.: Thank you. That's an old piece, the first piece that I wrote when I moved to New York. 
It’s a twelve-tone piece. In the middle there is a complete retrograde. 
 
S.H. What about “Happy Days”? Did you use a system to organize the pitches? 
 
A.K.: I think I may have used some sort of serial distribution but I don’t remember.  There are 
certain intervals that I tend to favor, I think. 
 
S.H. And the microtones? Any thoughts about the microtonal language? 
 
A.K.: The quarter tone idea has to do with speech, distorting the pitches to make it seem more 
like speech, or thought. 
 
S.H. In the preface to Happy Days, you say that the rhythms should be “sculptural”. What do 
you mean by that? 
 
A.K.: In sculpting rhythm, you’re dealing with the fluidity of time, the malleability of time. 
Music interrupts time, makes us navigate the perception of time. 
 
S.K. It’s interesting to me, the variety of ways that you notate rhythm in Elastics II. 
 
A.K. Well, the paradigm of the piece is using different types of graphics to address similar 
gesturalities.  Of notation that is absolutely controlled vs. notation left more to the performer. 
The notation is an interpretive device. 
In the first movement, which is based on the original piece Elastics, I was working with the 
material, being organized, more careful in terms of the details, more calculated.  The idea is 
that the constraints of first movement create a tension that is released in the graphic notation 
of the second movement. In the second movement I wanted to erase the metric craziness…it 
is not notated traditionally but I think that it has a similar sonic outcome. I want the performer 
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to be confused, to provoke a fast interpretation. The gestures themselves are the framework 
where the musical entity travels, like little rectangles superimposed on top of each other, like 
Earl Brown’s mobiles. The third movement is based on Berio/Penderecki’s spatial notation 
and the events take place within a timeframe. So you could say that the first movement is 
metric and more pitch oriented, the second is gestural and noise oriented, and the third is 
temporal and metaphoric in that the guitar part explodes the boundaries of itself with the 
glass, there are no fingers left, and the glass goes from bottom of neck to top. There’s no 
pitch. The high piccolo register emphasizes that thing where the music itself breaks. The last 
attack in the guitar part, BOP! is the breaking, the explosion.  
. 
S.H. Thank you Arthur! 
 
A.K. Thanks Sarah! 
 
 
   
 
 
